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PREFACE 
Franz Ka£ka (1883-1924), the well known German writer 
of Eshort Ktoriea and novels gained critical acflaiiti after 
his death, mainly in the later half of the twentieth 
•entury. Hiu representation of man aa a being estranged from 
the world around him, haunted by mysterious feelings of 
guilt and governed by an all powerful and inscrutable 
authority ref libels a predicamenL widely experienced by 
iri'^ dern man , Kafka' s style, technique and artistic aims are 
startingly original. 
Kafka was tortured all his life by a father-complex, a 
guilt obsession, which formed the matt- ial of some of his 
stories. His family belonged to the aeaimilated Jewry, cut 
off from the Hebrew community and not at home among the 
Germans . His culture was German, but in Prague, his home, 
it was a minority culture, and his political and social 
sympathies went to the Czechs. He studied law and worked as 
an Insurance official, but always fretted against his 
duties. He detested bureaucracy, but had a sneaking 
admiration for it. He had socialist sympathies but admired 
the efficiency of the capitalist entrepreneur. He was a 
Zionist without religious faith. All these conflicts are 
fused in the symbols of his works so that they represent a 
total situation of man, enmeshed in contradicti^^ns and 
vainly seeking to g^ -t himself released. 
(ii) 
Kafka who started his literary career with the 
Description of a Struegle wrote some of hia original and 
characteristic stories about 1912 : like, The Judgment, The_ 
netamorphoais, and the fragmentary The Man Who Uaa Loat 
Sight Of (later published as A'(i_ej-1 ca) . These works appear 
to be the expression of his anguished conflict with hie 
father. In 1914 followed the story The Penal Colony and 
the novel The Trial, works that are fundamentally concerned 
with guilt and punishment. He further developed hie 
symbolic technique during the years 1920-1924, with stories 
like .Fl_rst Sorrow, Investigations of a__P££j A Hunger Artist 
and Josephine the Singer, or the Mouse Folk, The Burrow and 
the novel. The Castle. 
The objective of the present study entitled "An 
Analysis of iianz Kafka's method of story telling with 
reference tu his stories' is to analyse Kafka's narrativ • 
technique and to bring out the significance of his artistic 
achievement to the modern readers. Besides an analysis of 
the construction of some of the stories published during his 
life time, an attempt has been made to trace Kafka'e 
development as a story teller. The references, mention 
only a small proportion of the critical literature available 
in English. They are intended to document my indebtedness 
and to draw ine readers^attention to the work on Kafka that 
( i i i ) 
I have myself foiind valuable. 
As a primary source a translation of Kafka's stories by 
his origiaal translators Uilla and Edwin Muir, Franz Kafka, 
The_.Psnal Colonj : Stories And Short Pieces, Schocken 
Books, (New Y.rk, 19<18) has been used throughout this study. 
A select bibliography at the end lists the books and sources 
studied and consulted for this study. 
CHAPTER I 
Introduction 
Story telling is one of the mot. L ancient practices of 
mankind. Unlike the modern short story, the older forms 
were originally a part of the Age old tradition of oral 
narrative. If a story is told, the child or adult listener 
is bound to be affected by the physical presence of the 
story teller whose personality becomes aii ingredient of the 
experience of hearing the story. Moreover, the professional 
story tellers of the past, in the bazaar or in a caravan-
serai, usually told traditional stories which most of the 
audience already knew and trusted. The modern short story 
writer, on the other hand, is not only unable to meet his 
audience face to face, he is trying to interest them in a 
new story the episodes of which may not form the primary 
focus of significance as was the case with most of the 
romance-oriented narratives. Again, in addressing an 
audience face to face, there is bound to be certain amount 
of playing up to the group reaponae. However the reader of 
a modern short story responds to it with greater 
concentration to thought and feeling as the author seldom 
makes his personal presence felt. The modern short story IJ 
in most cases a brief narrative concerned with the 
exploration of either one or a very small number of thenee 
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and characterH. 
The two different sources or forms from which the 
modfern short story raight have descended are - the ancient 
spoken atory and the mime of the Greek and the Roman times. 
Sometiraea the earliest history of the short story is traced 
to the Buddhist tales called the Jatakae which came to 
Europe from the East, and can be briefly described aa a 
collection of stories emanating from the teachings of 
Buddha. From this source came such stories as The Goose 
that laid the Golden Eggs' and many other tales that 
descended to the medieval times as fables, parables, and 
moralizing incidents. These ancient narratives, in fact, 
came into existence as vehicles of religious and moral 
instruction. The whole practice of teaching through fables 
and pi>rables of Christ is a supreme example. Other 
traditional short stories came from Greek myths and culture 
or from Aesop's fables undergoing much alteration. Yet 
others came from The Arabian Nights which held the European 
imagination spell bound for a number of centuries. 
In any consideration of the short story during the 
nineteenth and the twentieth century, attention must be paid 
to the changes in the techniques. In England and America, 
E. Allan Poe, 0. Henry, Henry James, Robert Louis Stevenson, 
Rudyard Kipling, Somerset Maugham and Katherine Mansfield, 
brought the short story to its finest perfection. However 
the continental short story with writers like Alphonae 
Daudet, Theophile Gautier and Guy de Haupasaant in France, 
Paul Heyae in Germany, Alexander Pushkin, Leo Tolstoy, 
Maxim Gorky and Anton Chekhov in Russia held a beacon light 
for the practitioners of the form all over the world. 
The nineteenth century, American Writer Edgar Allan Poe 
Ci809 - 1849) is regarded by some literary historian as the 
originator of the short story as a specific genre. He was 
at any rate, its first critical theorist. There were 
certain deviations from Poe's pattern but his principle of 
the single impression was fastidously adhered to. Poe 
seemed to be repelled by his environment so he created a 
private world cf his own. Through this world he analysed 
the strange and unpredictable aberrations of human 
personality which opened the way for the later writers with 
their psychological discoveries. Poe's idea of form became a 
formula that continued its dominance until the end of the 
century. The major characteristics of this consciously 
crafted stoiy were a carefully contrived plot, an 
arrangement of incidental steps to form a rising action, and 
a carefully worked out climax of the action. 
Later, it was the Russian, Anton Chekhov (1860 - 1904), 
who evolved a different kind of short story which was baaed 
on his jainute and careful observation!:, both as a writer and 
as a doctor. He has an unaesuming air ev«n when he is at 
his most serious. An essential brightness of spirit and a 
certain aesthetic joy mingle with his saddest roomente. 
Chekhov's stories are not intricately built, nor is he so 
obsessed with the form as Poe and Stevenson. His stories 
deal with simple, and, at times, undramatic lives; and the 
ffiovement towards a climax is not over emphasized. These 
stories seem to have neither a well marked beginning nor & 
definite end, but only a chunk of experience, that may leave 
the technique-conscious readers disaatisfled. However,as an 
artist, Chekhov justified himself in a letter, when he said 
that short story writers should cut off the beginnings and 
endings of theii stories because this ia where they they \ce 
sxOBt inclined to lie. What Chekhov lost by way of formal 
pattern was compensated by a deeper penetration into the 
spring wells of the character's motivations. It was mainly 
due to the influence of writers like Chekhov and Maupassant 
that the short story came to be related with an exploration 
of man's inner world while still retaining its episodic 
int'rest. 
The short story, as a literary genre, first made its 
mark in Germany in the nineteenth century, where it took 
the form. of the Novelle. The Novelle should have as its 
nucleus not a deliberately built climax, but an "unheard 
of" sudden happening. It centres around one Individual, 
the course of avents is either shaped by his character as, 
for example, in Kafka's Josephine the Singer, or the House 
iiiliS' The Hunger Artist, or by fate, as in the the same 
writer's, A Country Doctor and The Hetataorphoaie. In 
neither case there is no "deux ex raachina" (A practice of 
Greek playwrights to end the drama with a God who was 
lowered to the sta^e by a mechanical apparatus and, by hie 
judgement and commands, solved the problems of the human 
characters) to rescue the character, or any poetic justice 
to intervene and right the wrongs inflicted by fate. The 
.ftanner in which character or fate affect the individual is 
shown factually and symbolically by one decisive incident. 
Grouped arounu this decisive incident, the story affords us 
a glimpse of human existence. The author la trying to 
focus on the riddles posed by human behaviour and by the 
human condition. He starts off with a question, and to make 
us grasp the problem, he takes one particular incident that 
illuminatee both the problems and the person principally 
involved as in Kafka's stories A Hunger Artist and The 
illlj5*«o.i^ PAfL^ ia.• Such a story unfolds a gradation of meaning 
through a deftly crafted web of pattern with the help of 
sysibols, insagea, allegorical action and emblematic 
charartera evolving a technique of considerable 
aophiatication to recapture the realities of life, as aleo 
i ta myateri es. 
The German short atory offers a variety of narrative 
techniqu a and thematic concerns among its representative 
authors. It is a form which is regarded by many wirters of 
first rank, from Kleiat and Goethe to Heinrich Mann, Carl 
Zuckmayer and Gottfried Keller, as worthy of expressing 
intense emotional or aesthetic experience as well as 
philosophical insight into the nature of the world. 
However, any discussion of the growth of the modern 
short atory in the European languages can only be of a 
limited relevance to the study of Kafka's uhort stories 
which echo back to the older forma of narrative like fable 
or parable. Uhile these forma aimed at teaching a moral or 
bringing to the audience a definable truth about life, Kafka 
used some of the elements of the allegorical and symbolic 
stories ir a strange combination to project those facets of 
experience which defy rational explanat loji. His forays from 
the world of familiar reality into the realm of the 
illogical make the reader conscious of the lurking 
a!r(biguities around what passes for reality or truth. He 
seems to deny the possibility of complete knowledge and 
perfect communication and goes on inventing uncanny fifturea 
and events to concretize this horrifying revelat.on. 
Franz Ikafka, generally considered to be a unique 
writer, seems to have been influenced and Inspired by 
Kleist'a Novelle with its extreme circumstantiality of 
style according to Martin Greenber^ as mentioned in The 
T^ e^ rr^ or of Art. In his highly dramatic and concentrated 
stories like The Metamorphosis and The Judgment, Kafka 
has achieved a synthesis of two literary forms : he has 
combined the German Novelle with the Yiddish dratra (The 
iatter'a impact is referred to in chapter III). This helped 
him enlarge the scope of the Novel]e, to which he was 
indebted for C'^ntent, characterization, and structure. 
Kafka's work seems to "speak for itself" says Y.E. Yuill in 
the introduction to German Narrative Prose and this is why 
his novels and short stories are subject to so many and 
varied interpretations : the images and emblematic 
situations of which the works are composed have different 
associations for each individual reader. 
Through a style that is clinically detached, Kafka 
creates a world with many of tJ e details of familiar 
reality, yet it is a world certain central features of 
which are biza.-re, perplexing or frightening. His method is 
not based on unan>biguoua and rational translation of 
concepts and relationships into picturesque terms; the 
human situation seems to present itself to Kafka as parable 
or allegory through images rather than in abstract terms. 
Soffie of his stories have the gross distortion and the 
unquestioned absurdity of nightmares^ characters and objects 
vanish or appear with bewildering auddeness, time Q,nd space 
are thrown out of joint, and yet, as a whole, the narrative 
has an emotional cohesion. Kafka's technique is deliberate 
and he unlocks those visions of reality that have long been 
iinpriaoned in simile and metaphor, Kafka's technique is to 
turn metaphor back into literal description and narrative as 
discussed in chapter IV of this study. It is this technique 
of Kafka which produces the disconcerting juxtaposition of 
reality and fantasy and in this synthesis lies the major 
appeal of his works. 
Kafka, like Arno H0I2 and other naturalistic writers, 
was not only an extreme Darwinist, but was actually a 
follower of Erns1 Haeckel, and, for many years, was under 
the influence of the scientific view of life. Not much 
attention has been given to this "naturalistic" side of 
Kafka until some recent criticism. But it was very 
prominent in his formative years and remained in some way, a 
part of him to the very end. This helps trace Kafka's 
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literary as well aa intellectual provenance. Th2 
naturaliatic heritage left a strong mark on the deecrlptions ^. 
in hits early stories. A discuseion of this aspect of 
Kafka'^ work follows in Chapter II. 
Kafka was little known outside his own circle of 
friends until a decade or wore after his death. In hie last 
letter to Hax Brod, his friend, later his literary 
ftxecutor, Kafka requested all hia manuscripts to be 
destroyed after hia death. If Brod had succumbed to this 
desire of Kafka's, the modern world would have remainec* 
Ignorant of a very promising and increasingly fascinating 
author. After Kafka's deach in 1924, his works, some of 
them unfinished or fragmentary, began to appear in German. 
Translations into other languages slowly spread his 
reputation, abroad. However, it was only after the second 
wot^ ld war, that Kafka's importance dawned upon the literary 
world and he came to be recognised aa a seminal writer not 
only for hie novels but also for his shorter fiction. 
Kafka began his literary career aa a writer of short 
stories, and it is through them that he achieved his first 
recognition. Thou'h Kafka's novels have received greater 
critical attention, hie puzzling short stories have brought 
him no lees acclaim. The themes that occupied Kafka in hia 
short stories have found a more elaborate and lucid 
expression in his novels, for example, the recurrent themes 
of e^iit and punishment, highlighted in the stories The 
Judgment, The Penal Colony and Before the Lav find an echo 
in his novels T h ^ Trial i,l925), and The Castle (1926). 
A considerable part of the critical literature on Kafka 
is not concerned with hia writing at all, but with 
interpreting his message to humanity, or with disputes on 
his value as a religious guide. Moreover, so niMch has been 
said about Kafka, the man, by critics, that Kafka, the 
f'^tiat, who wrote oddly fascinating stories, has almost been 
lost si eht of. 
Here an attempt is being made to show that Kafka's 
works are first and foremost specimens of creative art. The 
diverse materials assembled in this study are all intended, 
therefore, to serve the elucidation and appreciation of 
Kafka's literary technique by giving due attention, to the 
texture of hie fictional world and to hid narrative method. 
In the chapters that follow a chronological study has 
been made from Kafka's earliest work Description of a 
Struggle (1904 - 1905) to the collection of storlea k 
'^n.&^!^ hi^^J-Pl (1924), to show the evolution of hia art. 
The scope of the study is restricted to an account of the 
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stories that Kafka himaelf considered worth publishing, and 
which are also held by the critics as works of outstanding 
excellence since they reveal some of the author's roost 
characteristic qualities. Besides the other two works 
mentioned above, there is an analysis of Tlie JH.48>?*?l't. 
(1913), The Metamorphosis (1915), A Country Doctor (1917), 
First Sorrow, Joaephinje Jth^ S1 nger, or the Mouse folk and 
A Little Uoroan, published together in a collection entitled 
h A^ *lfi-®J" Artist. 
Kafka's first known work Description of a Struggle, 
which LB exploratory in its design, since the author was 
still searching around for his peculiar technique, ie 
characterized by a lack of sustaining power and an 
inclination towards expressionism with some smears of 
iflspreseionism. As discussed in Chapter II of this study, 
the first story is a desultory and incomplete effort but 
contains beautiful descriptions of nature and illuminates a 
lander poetic side of Kafka's seldom seen again. From this 
beginning to the last collection A Hunger ? tist, published 
soon after his death, Kafka continued exploring the 
possibilities of his distinctive style which is evident even 
in his early stories. Through this style, he achieved a 
synthesis of reality and fantasy. The narrative comes to 
the reader in such graphic detail and with so much precision 
U 
that it could be the envy of the ecaunchest adherent of 
realieiti. The desscriptiona have an immediacy of appeal and 
engross the reader even emotionally despite their puzzling 
ambigviity. This study is a humble attempt to understand how 
Kafka built his stories and how he achieved such a magical 
fusion of the concrete and abstract aspects of experience. 
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CHPATEP J! 
UG'ic t 1 pt i^ on o£ a ^^t^rug£le ( P ef <-hre i bung eines Kampfes) 
is Kafka's earliest work, written m 1904-190S when he was 
oiiJy twc-jity one yearts at agt> According to Martin 
Greenberg . Description of a Str uggle is artificial in its 
form, out the style is already moving towards that classical 
spareness which is fully achieved for the first time in the 
The Judgment. Acra on the level of reflection, the story 
announces themes that occupied Kafka tor the rest of his 
life. Host of his stories reverberate with the theme of 
loneliness and desolation in which the author probes only to 
find a facade of reality. Descr ijQ^t i_on_ of a Str uggl e itself 
t evolves around such a therne in which the narrator 
exemplifies proof that it ia impcsalble to survive in a 
woild so alien and incomprehensible. 
In hla early youth, Kafka experienced with Oskar 
Pollak, a young art critic killed during the |irst U/orld 
'•Jai . an exclusive friendship in which he existed only for 
hi.s rriend and this friendship was ijfe with reticence, 
caui ' on and respect. Description of_ a^  Strugg J e waa born 
out of these oxpeiiences, says Pietro Citati" a story in 
whii-1 Kafka un I m et i up t ed ly Jepi.-tts himseli through ever new 
characters. Among these fipui-^s there is no peare : 
1 ^ 
some t j tries th«=!y hale each other to an extent where they want 
to kill each other; sometimes they embrace and kiea each 
othes wjth fearful effusiveness. 
Morever, in thia novella, th& same strufjle i« 
repr eserit ed , which in kafka's later worka, for instance, ia 
waged by Georg Bendemann in The JudgxTient and Gregor Samaa in 
The Metamorphoaia, to survive, Joseph K in The Trial to 
prove himself innocent, K in the I'ha Castle to encounter 
the authority of the caatle, and Karl Rossman in America Lo 
(ind a fsfe nook for himself. "Kampfea" or struggle is a 
feature that occurs again and again as leitmotif in Kafka's 
vorka. The differejice between the struggle in his major 
works and th. struggle of The Depcriptiofi of a Struggle is 
that in the former the struggle is actualized rather than 
iu3t l>ein.« thought about. The struggle that his first work 
described is a failing one against th impossibility of 
livina - Fart II ot the novella ja entitled Proof That It's 
I mpoisa i bj-e to Li ve. Thus the supplicant says to his 
interlocutor : 
...And I hope to learn from you how things really 
are, why it is that around irie things sink away 
like fallen snow, whereas for other people even a 
little liqueur glass stands on the table steady 
3 
as a statue.' 
In the ffiidst of this bizarre narrative, Kafka expreeses, 
with unaffected direc'.ness, his sense of overwhelmine 
dissolution, of everything melting into nothing, what others 
do not seeai to feel. In accordance with the fact that it's 
iiiposaible to live, Gregor Samaa disintegrates into death, 
Georg Bendejiiann commits suicide and Joseph K ia executed. 
Deacription of a, Struggl e ia a series of loosely 
connected descriptions and conversations that hardly make a 
story. It is a work of phantasmagoria rather than a dreaiti, 
a series of thoughts expressed in a vocabulary of bizarre 
pictures rather than a novella. Kafka declared as much 
himself when he rejected the work as a whole, but quarried 
it icr individual sketches and short pieces which he 
published separately, along with other short pieces under 
the title Meditation. These short pieces are The Trees, 
C1 o t Yia Sj Con v eraat i on with the S u p p 1 i ca^ njt , C q n v; e_r s a t i o si_ with 
the Drunken Man, Children on the Highroad and Excursion 
J nt o the Mojun^ t^ ti.ria . 
The novella begins very prosaically. It is midnight at 
a party and a few people get up to leave. The narrator ia 
sitting aione at a table and is annoyed to see a new 
acquaintance, coming to join him : 
Then 1 aaw my new acquaintance somewhat 
dishevelled and out of shape, appear at the door 
post of an adjoining room; but I tried to look 
away for it was no concern of mine. He, 
however, came towardss me and emiline absent 
mindedly at my occupation, said : "Excuse me for 
disturbing you, but until this very moment I've 
been sitting alone with my gifl '^^ the room next 
a 
door ... . 
In this first person narrative, the narrator does not want 
to get acquaintvd with the stranger, who approaches him. A 
.^ sense of helplessness at the commencement of a story marks 
ihe beginning of some of the later st>rie8 of Kafka as well, 
for example, Gregor Samsa is at a lose to understand his 
predicament ,x he transforms into a beetle in The 
M^t^morph_osJ.s and is ostracized by his family. The country 
doctor, in the story A_Couji_try Doctor, is in a state o£ 
utter helpleaaneaa a« he hb-a to attend to a sick patient ten 
miles away, and, since his horse has died in the night, he 
is without a means of conveyance. In Description of a 
Struggle, after giving an encouraging slap on his 
acquaintance's back the narrator re:naiks : 
16 
I suddenly no longer understood his mood, and 
withdrew niy hand. Since I had no use lor it, I 
stufk it in the pocket of my coat. 
Ihuri contact with another human being dies as aeon as it is 
hovii 
Ihe narrative goes on with a seemingly realistic air 
but suddenly takes a surrealiatic turn as the acquaintance 
produces a dagger from no^ere to murder the narrator : 
Obviously, this is the time for the mu^ i^ der. I'll 
stay with him and slowly, he*ll draw the dagger 
- the handle of which he is already holding in 
his pocket - along his coat, and then plunge it 
into me .... 
Along with an intermingling of reality with fantaay, a 
strong descriptive emphasis on things is alao remarkable 
in Deacription of a Struggle, a feature which was to 
become a permanent element of Kafka's writing. The oddly 
detached realism in the first part of the novella is based 
on the minute description of things, plain to the point of 
being gray as in the following reverie by the harrator 
whfere he feels how his acquaintance will describe him to his 
gIrlfrJ end : 
17 
...Laat night, Annie ... I waa with a man the 
like of whom you've certainly never seen. He 
lo.k.ed-how can I describe him to you ? - like a 
stick, dangling in the air, he looked, with a 
black - haired skull on top. His body waa clad in 
a lot of small dull-yellow patches of cloth 
i^ h^ich covered him completely because they hung 
closely about him in the still air of last niglt. 
Well, Annie, does that spoil your appetite ? It 
does ? In that case it's my fault, then I told 
the who]6 thing badly. If only you'd seen him, 
walking timidly beside me, reading infatuation on 
my face ... and going a long way ahead of me so as 
not to disturb me .... You'd have laughed a bit 
and been a bit afraid; but I was glad of his 
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company...." 
... On reaching my room I'll feel warm, I'll 
light the lamp in its iron stand on my table, and 
when I've done 'hat I'll lie back in my arm chair 
which stands on the torn oriental carpet.... The 
lamp will shine in the warm room, shine on my 
chest as I lie in the arm chair. Then I'll cool 
otf and spend hours alone between, the painted 
walls and the floor which, reflected in the gilt-
18 
trained mirror hanging on the rear wall, appears 
slanted. . .. - -
Something of thia apparently accurate description ia so 
intense that it turns into a kind of magic, which again 
ia a striking quality of Kafka's mature style. 
o 
Johannes Pfeiffer in his article on The Metamorphoaie 
refers to this quality of Kafka by using the term 
/' 
'^"magic realism" discussed in chapter IV of this study. 
For the early Kafka, creation is a matter of 
"descriptions" that record, and of exact reproduction 
of everything that exists as for a naturalist : 
... Often I see dresses with manifold pleatea, 
frills and flounces smoothly clinging to beautiful 
bodiea, it occurs to me that they will not remain 
like thia for long, that they will • get creases 
that cannot be ironed out, du.gt will gather in the 
trimmings too thick to be removed... And yet I see 
girls who ai e beautiful enough, displaying all 
kinds of attractive muscles and little bones and 
smooth akin and masses of fine hair, ... " 
This extract from Description of a Struggle ^as published 
separately as Clothes in a collection entitled Meditation, 
and serves as a good example of Kafka's descriptive 
1 9 
1 1 technique. According to Uilhelm Emrich , Kafka's earliest 
writing can best be understood as stemming from naturalism 
rather than expreaai oni sin, and this concept of 
"description" as it appears already in the title of the 
earliest fiction became a much admired phenomenon of his 
later work like The Jletamorphosia, A Country Doctor and 
some other stories. For instance the "wound" sustained by 
the patient in a A Country Doctor is presented in m austere 
and brutal frankness of manner whi^h leaves nothing to the 
imagination. The description of the ugly wound goes on for 
almost half a page and the analysis of the maggots 
crawling inside it is done with a highly objective 
sciei t-ific attitude typical of the naturalists. 
hart ~ II of Descriptionof aStruggJ^e is the longest 
section of the story and is furthor divided into smaller 
aectlona. In this part, Kafka has introduced two other 
characters, the fat man sitting on a litter in an oriental 
fashion and the supplicant. This part is entitled 
Diyerajiops and the extraordinary figures in this section 
carry on conversations within conversations which result in 
the forever (hanging role of the narrator. The reflecting 
"I" ia pursued by ever new objectives, and the initial 
narrator's place is taken over by the fat man who narrates 
his encounter with the supplicant m the church, and later, 
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It is the suppliciiit, who is forced by his interlocutor to 
tel^ why he prayed in a manner so alien that it attracted 
the attention of the other church go^ 'J^ s. Kafka had not yet 
perfected his art of the technical unity of story telling. 
The form in which everything la told from the protafconlat 3f 
stand point and the revelation is confined to a single 
conaciouaneaa came to the fore in his later writings. 
The second part of the story is introduced in a very 
bizarre way. The narrator jumps on to the shoulders of the 
acquaintance for a ride (a happening which reminds one of 
the theatre of the absurd, a poet-Kafka development) : 
And now ~ with a flourish, as though it were not 
tht> first time - I leapt on to the shoulders of ray 
acquanitance, and by digging my fists into his 
back I urged him into a trot- . But since he 
stumped forward rather reluctantly and sometimes 
even atO)ped, I kicked him in the belly several 
times with my boots, to make him more lively. It 
worked and we came fast enough into the interior 
of a vast but as yet anfiniahe^i landscape. 
Uith this introductory paragraph the story veers off into a 
fantasy of dissolving and shaping landscapet. .-
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...I dreaded the effort of climbing the mountain-
ous road, I let it become gradually flatter, let 
it slope down into a valley in the distance. The 
stones vanished at my will and the wind 
1 3 di aappeared. 
And again : 
Opposite and at some distance from my road, prob-
ably separated from it by a river as well, I 
caused to rise an enormously high mountain whose 
plateau, overgrown with brushwood, bordered on thft 
sky .... 
Unlike his later works, Kafka has in this early atory 
shown a keen interest in nature. In the section entitled An 
Address to the Landscape the narrator says: 
The. landscape disturbs my thought,'... 'It makes 
my reflections sway like suepension bridges in a 
furious current. It is beautiful and for this 
1 5 
reason wants to be looked at.' 
'Yes, mountain, you are beautiful and the 
forests on your western slope delight me, - with 
you, - flo^ -'er, I am also pleased, and your pink 
gladdena my soul. - you, grass o£ the meadows, 
are already high and strong and refreahing.... 
But with you, river, I am eo delighted that I will 
let myself be carried through your supple 
water. 
In Kafka's later stories there is almost no mention of 
natural scenery. Quite a few stories ai^ e closeted in one 
atmosphere only which restricts the space to a limited area 
of either a cage as in A Hunger Ajrtis^t, or the parallel bars 
of the trapeze artist as in First Sorrqw_ . 
The narrator after praising nature lets his head droop 
and says with his eyes shut : 
^But now - I implore you - mountains, flowers, 
grass, bush and river, give me sojite room so that I 
1 7 
may breathe. 
What are our lungs supposed to do ? "I 
shouted, shouted .- 'If they breathe fast they 
suffocate themselves from inner poisrns; if they 
bre'-'the slowly they suffocate from unbreathable 
air, from outraged things. But if they try to 
search for their own rhythm they perish from the 
mere .search , 11 
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The imaee of suffocation (the search for "breathable air") 
pervades almost all of Kafka's writlnes as stated by Wilhelin 
tmrich . The phenonmenon began with the Pescjr-i.gt^ iqn_o£_ a 
Struggl e and la carried through in The Metainorphoaia as 
Gregor SATO*a dies since he cannot survive In a state of 
isolation where he could not breathe freely. The hunger 
artist J end in the story A^ _H_ung^ ej^  _Art_ijit is attain death 
since he feels utterly lonely in a world which hae no time 
to cast a look at his cage. 
The germ of the novella Desc£_i^ t^ i^ on of a Struggle 
2 0 
according to Martin Greenberg is contained in a passage of 
a letter that Kafka wrote to Max Brod, his friend, on 
August 24, 1904. This passage was Incorporated practically 
unchanged into the story where he expressed astonishment at 
the confidence with which people can ask a question and 
expect an answer, at the assurance with which they live in 
the world: 
.,. ^ ust listen, then, when as a child I opened my 
eyes after a brief afternoon nap, still not quite 
sure I was alive, I heard my mother up on the 
balcony asking in a natural tone of voice. "What 
are you doing, my dear'. Goodness, isn't it hot 
?" From the garden a woman answered : "Me ^'m 
VA 
having my tea on the lawn." They apoke casually 
and not very distinctly, as though this woman had 
2 1 
expected ihe question, my mother the answer.' 
In the letter, in place o£ the last line quoted above, Kafka 
had aiade a more explicit comment : "Then I marvelled at the 
2 2 
assurance with which people are able to go on living". The 
most banal ii.jident for Kafka seemed to be a "marvel". In 
the letter 'he scene is said to have taken place "the other 
day",^-^ in the novella the supplicant says it happend when 
he was a "little child". Kafka's wonder and astonishment at 
the world has something akin to a child's astonishment as he 
awakens from his sleep. In fact it runs through his whole 
work, he marvels at the ordinary bfccauee for hie there is 
nothing ordinary, nothing assured. Uhat Kafka said of 
Picasso may be a pointer to hia own apprehension of reality: 
-..'I do not believe that he wilfully distorts. 
He simply notes down the distortions which have 
2 4 
not as yet penetrated our consciousness . 
Tho initial narrator on being told of the exchange of words 
between the supplicant's mother and their neighbour retorts 
that the incident was most remarkable and he "couldn't make 
head or tail of it."^ He also adds that he did not believe 
it was true but "it must have been invented for a special 
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reason whose purpose wasn't clear to me just now" . A few 
minutes later the narrator revises his opinion : 
...'That story you told me earlier about your 
mother and the woman in the garden. I really 
don't find so remarkable. Not only have I heard 
and experienced many stories of this kind, i have 
even taken part in some. The whole thing is perf-
ectly natural. Do you really mean to suggest that 
had I been on that balcony in the summer, I could 
not have asked the same question and given the 
same answer from the garden ? Quite an ordinary 
occurrance!' 
After I had said this, he seemed relieved at 
last. He told me I was well dressed and that he 
very much liked my tie. And what a fine 
complexion I had. And that confessions became 
2 7 
most compr t !iensibl e when they \/ere retracted. 
Precision of description and incomprehensibility of the 
thing described is one quality which runs through Kafka's 
works and makes them enigmatic. 
Though Kafka's creations are naturalistic in their mode 
of representation, he does not give adequate form to natural 
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phenomena like the passage of time, aince the modes of 
viewing reality, time, space and causality are altered or 
even sometimes distorted. Therefore inspite of the fact 
that Kafka's manner of writing in Description of a Struggle 
is analytical,laced with thoughts and reflections, it does 
not make a story with a traditional plot and characters. 
Hence days or weeks pass and there is no development in the 
atory. Roy Pascal in his book The German Novel uses A. 
A Men'ilow'a term 'a temporal vacuum' In reference to 
Kafka's concept of time. 
Though Description of ^ Struggle like The 
Metamorphosis is divded into three sections there is no 
jnature fusion of the components, no compactness of theme as 
Jn the The Metamor j3hos^ s_ and some other works. 
The impon ance of this rather disjointed novella Ilea / 
in Ite having the germ of almost every subject matter and, 
to soffl^  extent, of most forma and syrabols as found in 
katka'a succeeding works. In this early story, Kafka has, 
in a ina.nner of speaking, sketched th<i structure of his later 
writings which evolved and refined with practice but hardly 
underwent any radical change. 
2/ 
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CHAPTER III 
K ika wrote The Judgnt'-^ nt (Das Urtei.lJ on th*.^  night of 
Septfefiiber 22-23, 1912, "at one eilting ... from ten O'clock 
at night to six O'clock in the morning, " according to an 
entry in hia diary . He was then twenty nine years of age, 
but had published only a few newspaper sketches, all of 
whic-b he regarded as worthless. The Judgment was the first 
v/ork which met with his approval. The same day that Kafka 
finished this story, he described its composition in a diary 
entry which exults at having discovered in the night hours, 
the way to write, "...with such coherence, with such a 
2 
complete opening out of the body and the soul" 
The autobiographical parallel to The Judgment is 
3 
Kafka's Lett er to hia Father, written seven years later . 
The letter is an indictment of the father's stifling and 
crippling influence on the son's natural need for 
independence and development. Thi£i letter, which could not 
be delivered to his father, Hermann Kafka, was Intended to 
d«?scribe and account for the unhappy relationship between 
father and son. J_h_6_^ llilfeilL^ Jt is a story of the complex 
father-son relationship and its intricate ramifications tliat 
rrfrror what in Freudian terms would be regarded aa the 
author's Oedipus Complex. The theme of fathei -son 
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relationship has the potential of covering the ambiguities 
of man's perception of his relationship with God - a 
systibolic tranacedence which characterises a good deal of 
Kafka's work. This story is also an outstandingly clear 
example of thcway Kafka draws upon personal experience in >x 
hLa fiction and exploits it with great artistic skill. 
/ 
The_Judginent dedicated to "F", Felice Bauer, Kafka's 
fiancee whom he never married, is considered a seminal story 
for it contains in miniature the esuence of the themes and 
techniques which Kafka developed in lis later work. In most 
of his stories Kafka seems to be pre3ccu)t/ed with the problem 
of guilt and itg redemption, for example, The Penal Colony, 
The Metamorphosis, B^foj^e^ t_he Law and the novel. The Trial . 
However the earlier stories do not have that unique blending 
of realistic and phantaainigor i cal elements as found in the 
later works. 
The Yiddish theatre company, whose performances Kafka 
often attended, may have had a direct effect on the 
conception of The Judgment. At the end of October, 1911, 
Kafka attended Abraham Scharkansky's Kol Nidre. In this 
piay the father sentences his daughi er to death; however, in 
order to forestall her father she coirmits suicide. Another 
play, Jacob Gordin's Godj Man and "be Devil may also have 
^9. 
indirectly influenced the idea of The Judgment. The central 
figure of the play Herahele, obaesaed with wealth, has no 
longer any respect for his father and throws him out of the 
house, plunges into the readneae of worldly pleasures, casts 
out his wife and starts a new affair He forsakes his best 
friend who showers him with accusations; this results in 
Hershele's suicide. All these traits find an echo in The 
Judgment^ where Georg Bendemann is busy amassing wealth, 
forsakes hia friend, neglects his father, and ia condemned 
to death by the omniscient father with the diferencee that 
Georg Is in comparison a timid and guilt ridden figure. 
The Yiddish theatre company's plays also seem to have 
influenced the structural peculiarities of The Judgment. 
For example, the abruptness with which the individual parts 
of the story are constructed and combined can partly be 
explained in terms of these Yiddish models. This also holds 
true for the manner in which the characters are introduced 
and deployed according to their function like the shadow 
figure of Georg's friend living abroad works through Georg's 
coneclousnese to bring the story to its crisis. In fact 
the friend, who lives In total isolation, ia the thread 
linking the story components together. 
3i 
Kartin Creenbere^, in hi'« book, The Terror of Art, 
Ive. " t/ defines Kafka's main narrative form as "dream narrat 
He thinks that in writing Jhe .J^udgment , Kafka discovered 
this narrative form which made it posible to plumb the 
depths of the self which otherwJee seemed out of reach in a 
story. Kafka had been shaping a style that was capable of 
takings in everything and had been making tentative, 
laborious efforts in the direction of a composition which 
leaned now towardf poetic fantasticality and now towards 
prosaic realism. Uhen these discordant elements of 
composition, poetic and matter of fact sprang together in 
this short story, a narrative form modelled on the dream 
came into being and Kafka became a major writer of this kind 
of "dream narrative". The Judgment is akin to dreams in its 
free associations, its strange logic as the father's 
accu8f)tion of his son culminating in his order that the son 
kill himself, and the son's silent obedience to the strange 
command, yet it is not wholly patterned upon a dream like 
at,other well known story of Kafka's A Country Doctor 
(discussed in Chapter V ) . 
Though comparitively short. The Judgment, is among the 
moat complete and roundea of Kafka's stories, and for a 
major part reads like a traditional realistic story. Ae the 
story commences, Georg is shown having just finished writing 
3-1 
a letter to his friend, an argument follows regarding the 
validity of the friend's existence, and finally confronting 
hia father, he ia accused of gross misconduct and sent to 
his death by hie father's command. This is how it all 
begin-i ; 
It was a 3unday mornin£ in the very height of 
spring. Georg Bendemann, a young merchant, was 
sitting in hia own room on the first floor.... He 
had just finished a letter to an old friend of hie 
who wae now living abroad, had put it into its 
envelope in a slow and dreamy fashion, and with 
his elbow.'rt propped on the writing table was gazing 
6 
out of the window at the river... 
In the first paragraph of the story, all the elements 
of a regular teaJiatic setting like a aundft" morning, the 
season of spring, a young successful merchant writing a 
I otter, and reminiscing about the past, are present. A 
"r, jnologue" familiarizee the reader with the characters and 
their interrelationbhip and articulates the basic problem of 
Georg's bond with his friend. There are two categories of 
action in the story : the visible external action and the 
invisible internal action which ehLfts the narrative in 
middle course from an apparently realistic mode to a 
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parabolic mode. The Initial external action can be sketched 
in a few sentences : Georg Bendemann, a young businessman, 
is apparently satisfied that he has reached the goal of his 
efforts. In the last two years, his widowed father has 
withdrawn more into himself, whereas he himself had a gieat 
deal of success in business, and a month ago became engaged 
to a Fraeulein Frieda Brandenfeld from a well off family. 
After this comes a report on Georg's .nind as he site 
contemplatively by the window, thinking abo\rt the friend 
who has been living abroad for quite sometime. This reverie 
of Georg extends to one-third of the story : 
Uhat could one write to such a man, who had 
obviously run off the rails, a man one could be 
sorry for but could not help. Should one advise 
him to come home, to transplant himself and take 
up his old friendship again there was nothing to 
hinder him - and in general to rely on the help of 
his friunds ? ..."'' 
Thiis reverie focuses the reader's attention on the 
consciousness or the inner state of ,eorge Bendemann'e mind. 
He thinks of writing to his friend and asking him to set up 
a business at home thus renewing his old contacts, though he 
feels no longer in rapport with him. He also wants to write 
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to his friend about his engagement but thinks hia friend 
might envy him and be even more discontented. Subsequently 
their letters become more and more impersonal. Georg has 
absent mindedly told hia friend three times of the 
engagement of an unimportant man to an equally insignificant 
girl. In the recent letter, Just finished, he mentions hia 
own engagement to a girl from a well-to-do family. His own 
reluctance to write to hia friend apringe from the fact that 
he has been telling a lot of untruths to his friend. Hia 
letters have became more evasive and callous, since his 
friend's circumstances as a refugee in a bare, plundered 
country do not seem to interest him. Georg, in a way, gets 
coerced into mentioning his engagement to his friend by his 
fiancee. Though he writes to hia frien'' about gaining a 
confidante of the opposite sex in hia fiancee, he ia also 
quick to mention the fact that Frieda Brandenfeld ia new to 
the place and would not be known to him : 
And in fact he did inform hia Iriei.d, in the long 
better he had been writing that sunday morning, 
about his engagement, with these words. "I have 
saved my best news to tHe end, I have got engaged 
to Fraeulein Frieda Brandenfeld, a girl from a 
well-to-do family, who only came to live here a 
long time after you went away, so that you're 
3 7 
hardly likely to know her... 
The firat part of the story ends on this note : 
Uith thla letter in his hand, Georg had been 
sitting for a long time at the writing table, hia 
face turned towards the window. He had barely 
acknowledged, with an absent amile, a greeting 
waved to him from the street by a passing 
9 
acquaintance . 
Georg is preoccupied with the thoughts of his friend and of 
hia engagement. In this state of anxiety, he enters his 
father's room to seek advise and show him the letter he had 
written. As the story changes its mode, an element of 
fantasy is introduced in the form of the conversation that 
takes place between father and son. The middle of the story 
projects a dramatisation of the Internal action. In fact 
the crux of the story lies in this father-son confrontation, 
and it is this episode that has the power of taking the 
story away from the confines of realistic fiction, although 
the external details still maintain an aura of plausibility: 
"Ah, George," said his father rising at once 
to meet him. Hi.'j heavy dressing gown wung open 
as he walked and the skirts o* it fluttered round 
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him - "My father ia still a giant of man", said 
Geore to himself. 
"It'3 unbearably dark here", he said aloud, 
"Y<'^, it's dark enough", answered his father. 
"And you've shut the window, too ?"" 
"I prefer it like that" 
"well, it's quite warm outside", 
said Georg, as if continuing his previous remark, 
and eat down.... 
In this strange exchange between the two, everything sounds 
bizarre. The father who prefers darkness to light is 
reading a very old newspaper, the very name of which is 
quite unknown to the eon. Uhen the father first appears, it 
is he who is weak and senile. Details like the toothless 
mouth, soiled underwear, the half eaten breakiast, unread 
newspaper, the dismal room are all the^ e^ to show that Georg 
is in command at home and in the family business, but it 
also shows the lowest rung (torn which the father makes his 
ascent to power by doubting the reality of his son's words: 
There's many a thing in the business I'm not aware 
of, may be it's not done behind my back - ... I 
haven't an eye for so many things any longer ... 
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the death ot our dear mother hit ne harder than it 
did you. . . . -^^ 
The first half of the above argument serves as a commentary 
on the faths-r touching the nadir, but ironically it is the 
son who ultimately gets pushed to the wall. As the exchange 
proceeds, Georg mentions to his fath' ' the friend in Russia,( 
1 2 
country which, according to John. K. Ellis, is primarily a 
.-lymbol of optueas, as opposed to the clos^dnees of an 
existence -^  t home. Home and Russia are contrasted 
respectively as places of safety and quietitude and of 
danger and opportunity. The reference to the friend and the 
fact that Georg had written a letter to him to announce his 
engagement and forthcoming marriage, make his father say : 
...You've come to me about this business, to talk 
it over with me. No doubt that does you honour. 
But it's nothing, its worse than nothing, if you 
don't tell me the whole truth.... - But .^ince 
w. re talking about it, about this letter, I beg 
you, Georg, don't deceive me. It's a trivial 
affair, it't hardly worth mentionin£, so don't 
13 deceive me. 
After this comes the query from the father which puts a 
quest-on mark on George's claim of having a friend in Russia 
'.J 
and in a manner of speaking on his entire inne'" life : 
...Do you really have this friend in St. 
1 4 Petersburg ?" 
This is the dramatic turning point of the story, and it is 
this strange element, the existence or non-existence of the 
friend-that makes the narrative change its mode from the 
realistic to the near fantastic. These changes of the 
narrative mode and thematic focus are all the more 
bewildering' tor being masked by a rapid action which 
scarcely allows the reader a pause for reflection. The 
internal action of the story takes precedence over the 
external action aa Georg tries to soothe his father by 
putting him to bed and imagines he has covered him well : 
"Am I well covered up now ?" asked his father, as 
if fiM were not able to see whether hla feet were 
properly tucked in or not.. 
"Am I well covered up?" asked the father once 
more, seemingly to be strangely intent upon the 
answer. "Don't worry, you're well covered up." 
The repititive use of the phrase, "Am I well covered up?"-^^ 
has b&en interpreted in different ways by the critics. 
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Martin Greenberg deciphers the word "covered up" as buried 
and reflective of George's wish for confining hie father to 
1 7 the grave and their conflict as a "death struggle". 
Suddeiily the father springs up in bed, throws the blankets 
off with strength and says : 
"You wanted to cover me up, I know, my young 
sprig, but I'm far from being covered up yet. And 
even if this is the last strsngth I have, its 
enough for you, too much for y>u. Of course I know 
your friend. He would have been a son after my 
own heart. That's why you've been playing him 
false all these years. Why else ? Do you think I 
1 8 haven't been sorry for him ?" 
The father's doubts regarding the friend's existence carry 
the atory forward, as does his sudden denunciation of Georg 
in which he not only admits the friend's existence but also 
> 19 
claims him as ~a son after my own heart, with whom hf had 
been in touch all along. Though the story suggests at places 
that Georg is guilty of negligences towards his father and 
friend, the nature of his guilt is etrange and elusive. At 
the begi^iing of their conf ron :£.tion, Georg's father 
denounces him for a series of acta c.f impiety. He has tried 
to usurp his father's authority by taking charge of the 
42 
family business. His uninformative letters to hie friend in 
Russia are not a very truthful account of his life and work. 
Finally, Geore'e engagement is said to have dishonoured his 
mother's memory. These accusations make Georg appear a self-
centred rebel against family piety yet they are neither 
intelligible nor are they furnished with enough proof to 
account for the overwhelming sense of guilt that makes Georg 
accept the death sentence pronounced by his father and 
perform his own execution. 
This part of the story, mirroring the internal action, 
ia also set apart by means of light effects (a major tool of 
the theatre), the arguments between GeoTfe and his father 
develop in explicit theatricality where in ad^'ition to the 
spoken word, the physical positions of characters and 
details of mime and gesture have been stressed ea in a stage 
performance. Georg's father leaps on the bed and towers 
over George with apparent symbolic nuances : 
(he) ... threw the blankets off with a strength 
that sent them all flying in a moment and sprang 
erect in bed. Only one hand lightly touched the 
celling to steady him.^^ 
13 
"...because she lifted her skirts like this, 
the nasty creature," and miniicklnft her he lifted 
his shirt so hig^i that one could see the scar on 
? 1 his thigh from his war wound,.. 
And later : 
In hid enthusiasm he waved his arm over his 
head,...^^ 
As the father goes on hurling one accusation after the other 
at Georg, he also seems to rise in stature, and where he was 
eaiiier senile, he appears to be robust and full of energy. 
The last section of the story again forms a part of the 
external action. The father announces the death verdict 
which cornea at the climax of the violent quarrel that has 
taken place : 
"How long a time you've taken to grow up. Your 
mother had to die, she couldn't see the happy day, 
your friend is going to pieces in Russia, even 
three years ago he was yellow enough to be thrown 
away, and as for me, you see \./hat condition I'm 
in. You have eyes in your head for that J" . 
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And then at the top of hie voice : 
"So now you know what else there waa in the world 
beeidoe yourself, till now you've known only about 
yourself !... And therefore take note : I sentence 
2 4 you now to death by drowning i" 
The son rushes out of the house aud with the phye'cal 
prowesa and agility that had once distinguished him ae a 
gymnast he swing: over the bridge and executes the sentence 
2 6 hurled at him. Ualter Sokel has ar alysed the role of the 
bridge in particular the river mentioned both at the 
begi^^'ine and at the close, revealing much about the 
contrast Jn mood and narrative style at these two points. 
At the beginning of the story, the river is calm and 
peaceful but tc^ w'ards the end : 
.., an unending stream of traffic was just going 
2 d 
over the bridge. 
These last words of the story are a commejit on Georg's 
lone]y, ist Tated world, and are accompanied by a vision of 
enormous activity around him which is in contrast to the 
serenity of the river as projected in the opening scene. 
The final judgment pronounced by Georg's father ties 
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together many of the threads of the story; for instance, 
Gaorg forsook his friend, neglected hie father, failed to 
realise that there was much else to the world other than 
himself. But what comes as a shock is the compliance of the 
sentence by the son and the swiftness with which the whole 
thing happens. The tragic ending once again takes the story 
out of the realm of the ordinary. 
Georg is at the centre of the narrative focus, and is 
generally seen as a persona of the author. The father is 
seen through his perspective. This according to Freidrich 
? 7 Beissrier , is the "unitive" point of view of Kafka's 
narrative mode - the single perspective constituting a unity 
of meaning. It is through Georg's consciousness that 
e\^rything is evaluated and judged. Thus the Kafkan unity 
of meaning in the narration does now allow the narrator to 
manipulate his characters like a puppeteer or to explain the 
external facts and events to the reader. This mode 
eliminates every trace of the conventional hauteur of 
detachment of the narrator from his narration, and, yet, in 
the unity of the narrator with the narration, there is the 
detachment of the self standing off from itself and judging 
itselt . 
"/ ft 
According to Harmut Binder l.ie Judgment also contains 
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eleraenta that are typically epical . The uae of "erlebte 
Rede" may be considered here for Kafka mastered it 
completely in this story for the fl^et time. "erlebte Rede" 
is a narrative technique which undertakes to reproduce the 
experiences < f a character just as they occ^r in hie mind 
with rninJitiAl or no Intervention by the author. For example, 
Georg's "monologue" introduces his frie4 to the reader. 
Reminiscent of the epicai manner is also the introductory 
scene which starts from a fixed point of action, as Georg 
Bendemann, his elbows propped up on the table, gazing out of 
the window recapitulates the story leading up to that 
;ftoment. This is not done as flash back in the narrative but 
rather as a reflection by the central character. 
Another major story The Metamorphosis published in 
1913 (considered in detail in chapter IV) has a few 
similar-it i e with The Judgment. Kafka intended to publish 
these stories together with The Stoker. On 11th April, 
2 9 1''13, he wrote to his publisher Kurt Uolff that there 
existed ''an obvious and more important, a secret bond'' 
between chose three texts and he definitely wanted to 
present them together. The two stories The Judgment and The 
Metamorphosis deal with family conflicts. In each the 
strong position of the father has its counterpart in the 
son's weakness. A major turning point sets off the action in 
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both stories. In The Jji^ »^ip^ nj;^  it is the death of the mother 
which affects the father and makes him mild. The^ 
Metamorphosis has the business failure and financial miaery 
to put the family in a state of helpless desolation. These 
developments in the two stories help shoot up the son to a 
position of glory and bring the father down to a dependent 
state. The resultant crisis brings death to the son in both 
the stories: in The Metamorphoais, Gragor transforms into a 
cocki-up-ch and dies, and Georg Benderoann in The Judgment^ is 
condemned to death by his father who accuses him of 
negligence and complacency. Complying with the sentence, 
Georg executes himself. 
The authority of the family in The Hetamorphoaia and 
that of the father in The Judgment remains intact. The 
illusion of the challenge to this authority and its 
predestined failure in the two stories allow an inkling into 
Kafka's view £ the impossibility of the individual's 
independence and the ultimate failure of all myths of 
freedom as they are basically self-defeating. 
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CHAPTER IV 
Judged from its critical acclaim, The Metamorphoeia 
(Die Verwandlung) is one of the moest haunting and universal 
of Franz Kafka's stories, yet he n( /er claimed for it any 
special distinction. His comments on the story in his 
letters and diaries are almost entirely negative. On 
December 6, 1912, he wrote to Felice Bauer, hie fiancee, 
that in many passages of the story his state of exhaustion, 
interruptions and worries are clearly inscribed . However 
^A^ Metamorphosis is one of the small number of Kafka's 
works that he completed, published, and at the end of his 
life thought worth leaving undestYoyed. 
In this story the metamorphosis that takes place is of 
the central figure Gregor Samsa. This change of form appears 
to accomplish yet another metamorphosis: it metamorphoaea a 
common figure of speech. In the light of the 
hypothesis,proposed in 1947,by Guenther Anders, "Kafka's 
sole point of departure is ... ordinary language ... He 
takes metaphors at their word (beira Wort)...." The story 
develops consequently as aspects of metaphor are enacted. 
Gregor does not desire such a transformation into an animal; 
On the contr..ry it Just happens to him all of a sudden - a 
frighteningly incomprehensible and strange occurence. 
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Howevei. the metamorphosis does not come about as a 
transformation of spirit, mind or character. Insplte of all 
the realism in the description of the insect, a visual image 
of it LB hardly obtained. The transformation, is in many 
ways, beyond the powers of human comprehension as la the 
case with unusual happenings in most of Kafka's stories. 
Infact Kafka himself thought so, because when the 
publif-hing firm of Kurt Wolff planned to put out The 
3 
Metamorphosis, they asked ottoraar Starke to prepare an 
illustration for it. kafka instantly wrote to the publisher 
on October 25, 1915, saying, ''It has ... occured to me that 
he (0. Starke) might want to draw the insect itself. Not 
that, please, not that ! I do not wish to restrict his 
scope, but I wish only to request it as a result of my 
better understanding of the story, as is natural. The 
insect itself cannot even be drawn. It cannot be drawn even 
if seen from a distance." 
One of the major themes of The Metamorphosis j.s the 
isolation of the individual from society and alec the 
humiliatioj! brought about by his physical degradation. On 
the basis of the fact that the narrative affords glimpaee of 
a spectrum of meaning the story can be called a parable. 
F.D. Luke has described Kafka's stories as parables. 
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assuinine that a parable ia something between a myth and an 
allegory in which the degree of conscious syatematlzatlon 
and didactic intention is uncertain. 
To begin with the composition : the story is arranged 
in three sections of roughly equal length, as though three 
acts of a play and the narrative moves in a smooth dramatic 
curve. The Metamorphosis is exceptional in Kafka's work 
for its architectural completeness, the three parts of the 
story correspond to a dramatic pattern of exposition, 
complication and denouement. 
The moiit remarakble feature of this story's 
construction is its beginning which immediately confrorts 
the reader with a situation of sudden crisis: 
As Gregor samsa awoke one morning from uneasy 
dreams he found himself transformed in his bed 
5 
into a gigantic insect... 
The rest of the novella unfolds from this point of climax 
with a marked falling action which is punctuated by three 
subclimax.s : the three eruptions of the bug from the 
bedroom. 
The first part of the story highlights the nuances of 
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Gregior'a ment il and physical niovements aa he tries to get 
accustonied to his new animal fortti, after which he abandons 
his forlorn pretences, and achieves a certain pathetic 
resignation. The opening paragraphs of the story confirm 
this : 
Uhat has happend to me ? he thought. It was no 
dream. His room a regular human bedroom, only 
rather too small, lay quiet between the four 
fami 1iar walls .... 
Gregor's eyes turned next to the window, and 
the overcast sky - one could hear raindrops 
beating on the window gutter - made him quite 
melancholy. Uhat about sleeping a little longer 
and forgetting al this nonsense ... 
He slid down again into his former position. 
This getting up early, he thought makes one quite 
stupid .... 
Uith this Journey through hallucination into reality, the 
first section of the story ends in a catastrophe. Gregor 
fails to report for work once in five years and the chief 
clerk is at his home at quarter past seven in the morning 
accusing him of neglect of his business duties. So he works 
5 5 
himself into an upright position in order to unlock the 
door, show himaelf to hie family and to let them decide hla 
fate. This results in the discovery of the metamorphosis by 
the family whose acceptance of the preposterous situation is 
as comic as it is appalling; at most the family is 
distressed, physically nauseated, but they are too limited, 
J fiaginatively and intellectually, to be puzzled or shaken : 
. .His mother - in'spite of the chief clerk's 
being there her hair vl^ as still undone and sticking 
up in all directions - first clasped her hands and 
looked at hla father, then took two steps towards 
Gregor and fell on the floor among her outspread 
skirts, her face quite hidden on her breast. His 
father knotted his fist with a fierce expreaalon 
on his face as if he meant to knock Gregor back 
7 
into his room,... 
Instead of getting sympathy from his family, Gregor is 
condemned for his change of form. The family accepts the 
situation and only makes a fuss because now his uaeleesneaa 
as a man is even more apparent. Nobody gets up to aay that 
it is impossible for a man to become an insect. Another 
story A C.<iyjit_r_y^ _ Pp_ctor, echoes a similar thought. The 
doctor ia in dire need of horses for his carriage since he 
has to attend urgently to a sick patient. His own horse has 
S6 
died ii. the night and so when he kicks "the dilapidated door 
g 
of the yearlong uninhabited pi£-ty" he flnde a man 
crawling out on his feet and arms followed by a pair of 
exuberant horses. This incident does not baffle the servant 
girl standing next to the doctor : 
... "You never know what you're going to find in 
your own house," she said, and we both 
9 laughed .... 
The sitaution is accepted as comnon place and such an 
acceptance of the seemingly imposaitle is a characteristic 
attitude of the society in many of Kafka's works. 
Uith The Judgment and The Metamorphosis, Kafka 
developed in a recognisable form his narrative method, .^ hich 
rests on a very few simple principle. The first of these 
10 principles, according to Pietro Citati is the complete 
absence of the figure of the narrator, ho in the case of 
other artist's exhibits an ' exlclusive relationship with 
the public, chatters volubly and comments on events, knows 
all occurences, past, present and future and penetrates 
without resistance into the character's souls.' 
In this story Kafka wanted to maintain objectivity 
5 7 
while permitting the readers a gradual understanding ao he 
chose a limited point of view restriced to the external 
experiences and the internal reactions of a single 
character, Gregor Samsa. Such a method of narration 
sometimes frustrates the efforts of the reader who does not 
know what is happening outside the consciousness of the 
major chatacter. The information thus assimilated helps to 
develop a slightly sympathetic attitude towards the 
character. Martin Ualser has pointed out that this method 
may bring about a narrative impoverishment that Kafka chose 
deliberately. kafka did not seek expansion but 
concentration. Uhere the narrative flows mainly through a 
character's consciousness, it is generally limited to what 
he aeea, he does not know what happens in other places, the 
thoughts and intentions of other characters, leaves certain 
important events in the dark, dwells on minor ones or is 
often pathetically ignorant. It is this art of selective 
revelation that makes Kafka's work an enigma. 
Uhen the narrator has to relate major events inlhe life 
of the chief character, like how he reacted to his 
metamorphos •: 3, an impenetrable silence descends on the page. 
The more tragic the events, the stronger became the 
reticeiice and omission. 
.S8 
Leaving ovt the last five pages of the atory, all r.he 
events are seen with a quite dictatorial one-sidednees 
through the eyes of Gregor, the main character, who 
1 2 dominates everything. Freidrich Beissner in two 
perspective lectures ("Der Erzaehler Franz Kafka", Stuttgart 
1958) has brought out particular]y clearly what he calla the 
'uniqueness of meaning " of Kafka's narrative atyle, 
defining it more precisely as the one sided ae well as 
"unititve" point of view of the narra:or who has transformed 
himself into the main character. 
1 3 In an essay on The Ketamorphosig, Johannes Pfeiffer 
feels that any attempts to disregard the above discusaed 
fact, so vital for the meaning of the whole story, and To 
transfer the centre of gravity to the family, distracted by 
Gregor's'i transformation, amounts to arbitrary distortion. 
After viewing the transformed Gregor, che head clerk of 
his company is etupfied and resorts to a hurried departure 
with the utterance of the expletive "ugh" Gregor'a father 
drives his son back, "pitilessly" vith a newspaper and a 
walking stick that menances hie lif<^, and makes him bleed 
profusely: 
SV 
... One aide of his body rose up, he waa tilted 
at an angle in the doorway, his flank waa quite 
bruiaed, horrid blotches stained the white door, 
soon he waa stuck fast, left to himself, could not 
have moved at all, his legs on one side fluttered 
trembling in the air, those on the other were 
crushed painfully to the floor - when from behind 
his .{ ther gave him a strong push which was 
literally a deliverance and he flew far into the 
r -)m, bleeding freely. The door waa sjammed 
behind him with the stick, and then at last there 
waa si 1ence. 
This part ends with a deep swoon being caused to 
Grefor. From there, the story proceeds to its middle which 
resembles the complication of dramatic action in a play. 
The narrative based on the pattern of stage play with a 
denouement following the climax - "unknotting" of 
complications and the final resolution - could not serve 
Kafka because it ia the absence of definite conclusions and 
resolutions in human affairs that interested him most. His 
story concludes with death which ia merely an inconclusive 
1 5 petering out . Moreover a story that reaches its highest 
point in the very first sentence, in a way, exhausts most of 
its dramatic possibilities. Martin Greenberg'^^ has 
6 0 
described the nondramat i c nio . ement of The Metamorphoala in 
section I of the story as a dying fail, a sinking, an ebbing 
out. Nevertheless the inherent element of suspense in the 
structure of the story because of its opening with the 
strongest of discoveries keeps the interest of the reader 
alive. 
The middle section is set in motion by the clearing out 
of the furniture trosn Gregor's room by hie mother and sister 
who feel that a more spacious surrounding would be 
appreciated by him. Towards the end of this section, 
Gregor's mother gets terrified of him and his father flings 
apples at hlro to drive the 'monster' back into ' is room : 
... sudd--nly something lightly flung landed close 
behind him and rolled before him. It was an 
apple; a second apple followed immediately; Gregor 
came to stop in alarm; there was no point in 
running on, for his father was determined to 
bombard him ... The small red apples rolled about 
the floor as if magnetised and canoned into each 
other. An apple thrown without roach force grazed 
Gregor's- oack and glanced off harmlessly. '^ u^t 
another following immediately landed right on his 
back and sank in .. 17 
61 
The above scene flashes on the imaginf.t ion with the force of 
aoinething seer in a vision and creates in the mind the 
effect of a painting- The technique of pictorial 
repreaentaion was much used by Kafka as was the mode of 
naturaliatjc description. In fact the story asawhole is 
developed in naturalistic tertna from a aii d e fantastic 
initial premise; namely the supernatural metamorphosis of a 
commercial traveller. This method of representation brings 
a trightening conviction to a preposterous hypothesis. 
Naturalistic writers try to present their subjects with an 
objective scientific attitude and, th-^  protagonist, merely a 
pawn to multiple compulsions, just di sint egr.. t es or is wiped 
o',!t . Much in the same way, Gregor, j i. the third part of the 
story, disintegrates Into death. 
The third, and the final part is occasioned by his 
sister '"rete's violin playing which does not get much 
appraisal from the three lodgers the Samsa family had to 
accommodate in order to supplement their income. Although 
Gregor had never cared for music in his human state, now the 
notes of the violin attract him mysteriously. This section 
reveal Si that perhaps Gregor's metamorphosis is not 
altogether regressive when he hears h"s sister's violin 
playiiij there is this decisive statt-ment : 
6 7. 
was he an animal that music moved him so ? 18 
So even in his degraded state, Gregor is lifted higher than 
the boarders who do not have an ear for music. This part 
erida with the voluntary withdrawal of Gregor who terrifies 
the boardiiTS with his presence to such an extent that they 
give notice. After this scene, Gregor is referred to only 
as the 'monster' to be got rid of in one way or another. 
The pronoui,-\ it' replaces 'he' and 'him'. His room is now 
used only as a lumber room where all dirty, old, decayed 
things , re thrown along with Gregor who means nothing more 
than garbage to the family. Gregor'i: withdrawal after this 
ends with his disintegration which he brings about on 
himself after hearing the family's comments : 
"He must go," cried Gregor's sister, "that's the 
only solution, Father, You must try to get rid of 
the idea that this is Giegor. Ihe fact that we've 
believed it for so long is the root of all our 
trouble. But how can it be Gregor. If this were 
Gregor, he would have realized ]ong ago that human 
beings can't live with such a cieature, and he'd 
have gone away on his own accord. 19 
After the daughter's statement the mother acquiesces with a 
terrible silen- e which is a condemnatiuon of her son to 
6i 
death As the son obediently follows hia father's command 
sending him to his death in Kafka's story The Judjgmen^ t , 
Gregor silently picks the suggestion and proves no leas 
obedient. Paint villy turning around, Gregor crawls back into 
his room without his father's having to chase him back and 
surrenders his life to this demand : 
// 
"And what n©w_' said Gregor to himself, looking 
round in the darkness .... The decision that he 
must disappear was one that he held to even more 
strongly than his sister, if xhat were possible. 
In this state of vacant and peaceful meditation he 
remained until the tower clock struck three in the 
morning. the first broadening of light in the 
world outside the windows ente ed his 
conaci (Mjsneee once more. Then his hand sank to 
the floor of its own accord and from his nostrils 
20 
came the last taint : icker ot hia breath. 
The family are glad to bt freed o< t h t> burden and scas-tdal he 
had been to them. They make a holiday after Gregor's death 
by taking a trolley ride into the country. Spring is in the 
air; a review of their prespecta shows them to bo "not at 
all bad". Mother and father notice now their daughter 
'•ispite of everything has : 
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... bloomed into a pretty girl ... And it was 
like a confirmation of their new dreams and 
excellent intentions that at the end of their 
journey their daughter sprang to her feet first 
2 1 
and stretched her young, body. 
Apparently life triumphs and Gregor's death recedes into the 
realm of forgetting. The story then turns away from the 
inside to the outside world and it is symbolically 
demonstrated that love has its limitations beyond which it 
cannot go. The human capacity for endurance gets stifled 
and then breaks free. 
The balanced composition with three well marked out 
sections of the story has a certain correspondence In the 
exactness with which Gregor's room is imagined and a kind of 
"iiagic realism" whereby objects are presented w'th such a 
compact wealth of detail and exact representation that 
? 2 
according to Johannes Pfeiffer they turn into something 
unreal or more than real. The outside wot Id is depicted as 
it would be apprehended by a creature in Gregor's state. 
The textile samples laid on the table, the carpet in 
Gregor's room, the arm chair with which Gregor shuffles to 
the door, and as the door is opened a glimpse of the next 
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room with the table laid for breakfast; al these emerge 
piece by piece would be and not ae a complete picture as 
these objecta seen by a man in his metamorphosed state. 
"^' Tj;j^e_ Metajriorphoai a , Kafka brings out the comic as 
well as tragic poaaibi1iites of his basic theme without 
directly mentioning it. The first category includes all the 
effects derived from the physical metamorphosis of Gregor. 
Comparisons between Gregor as an insect and Gregor as a 
human being are suggested in an implied manner. At the 
beginning ' oi the story, Gregor finds it difficult to roll 
off the bed. Here the comedy arises from an automatically 
suggested comparison between the small amount of effort 
needed by a human being lying supine to turn on one side and 
the atrenous movement often used unavailingly for the same 
purpose by a beetle. The comic effect is further derived 
from Gregor'a loss of the human faculty of speech. Uhen the 
chie. clerk condemns Gregor for being late, infront of his 
parents. Gregor himself replies from behind the closed door 
but his voice is no longer a human voice, it is more like a 
drone of an ins-, -t -. 
. . . Oh sjr, do spare my parents ! A]1 that 
you're reproaching me with now has no foundation; 
no one haf? ever said a word to me about it . . . ^  "^  
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After this the clerk aays : 
"Did you understand a word of it?" the chief 
clerk was asking; surely he can't be trying to 
make fools of us ?".... 
Moreover, Gregor in some ways acta like f\n insect, as when 
he crawls on the leather (sofa), the interest he takes in 
dirt, the habit of taking food into his mouth as a past-time 
then spi'-ting it out again hours later; and sometimes he 
acts like a human being as when behind the closed door, he 
hears about the economit position of the family, feels 
ashamed and flattens himself against the wall. The basic 
source of comed;y is a suggested comparison which reveals a 
disparity, a discrepancy, an incongruity; here between the 
quantity of emotional and intellectual output that an 
experience such as a metamorphosis would demand, and the 
quantity In which Gregor and the others respond to it, and 
this constitutes the tragedy of the whole exercise. This 
process serves the purpose of a narrative technique that 
characteristically achieves its strongest effect by ironic 
understateraent : by describing an incongroua reaction to 
the metamorphosis, Kafka conveys its t.ue, though latent 
impact, with far greater force than if he h-^ d attempted to 
express the horror and amazement of the extraordinary 
situation directly and. rhetorically. Pesides comic 
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disparity, the story's opening paragraphs also have the 
effect of intense tragic irony. 
From the outset, a cJearer graap of the situation is 
offered more to the reader than to the subject of the 
metamorphosis. The event is concretized for the unseen 
spectator in the first sentence with another half a dozen 
lines that complete the picture. Gregor, the victim on the 
other hand is shown clinging to the belief that his 
metamorphosed stat is a dream, a hallucination while at the 
same time thinking and acting as if it is real anl can be 
perceived by .'thcr people. 
Another important factor in t! ^  Kafkan comic technique 
is the comedy of ui'switLing self-contradictions : 
... A .••flight il]nes«, an attack of giddiness, has 
kept me from getting up. I'm still lying in bed. 
But I feel alright ^gain. I'm getting out of bed 
now. Just give me a moment or two longer, But I'm 
all right really ... Only last night I was quite 
well, my parents can tell you, or rather I did 
have a slight presentiment....^'* 
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Thiis pathetic fallacy and some other devices, that Kafka 
employs, provide a touch of grim humour to an otherwise mind 
ho(3gling and gruesome narrative which turns all of oui 
accustomed, cheritued, and safe concepts of what ia "human' 
lopsy turvy. 
F.D. Luke'^^ in his article on The Metamorphaia writes 
that 'Humourous D i. tanz' is an essential feature of Kafka's 
tecfmique and of his greatness. As a story teller it is 
this distance that he maintains from the character that 
enables him to exploit every possible effect by 
understatement, to accentuate honor by reporting it with 
terrible detachment. Gregor'a situation, for example, ia 
called "his mishap" or "his present condition" and his 
family suffer "inconvenience" and "anxieties". 
Another wul. known story Tli_e Pejial _ Col^ony, publif'ied in 
the year 1919, has much in common with Th_e^  __Metamorphosia. 
It also comiuences at a point of crisis and follows 6i similar 
naturalistic trend : 
"It's a remarkable piece of apparatus," said the 
officer '-o the explorer and surveyed with a 
cert m air of admiration the apparatus which was 
after all quite familiar to him....^''. 
69 
The atory begins with the description of a torture apparatus 
which is bcaiig surveyed by a European explorer who comes to 
a penal colony in the tropics and becomes acquainted with an 
inhuman criminal procedure devised and established by the 
old commanding officer : 
.. "This apparatus," he said, takii.g hold of 
crank handle and leaning against it, "was 
invented by our former commandant ... It consists, 
as you '<ee, of three parts. In the course of time 
each of these parts has acquired a kind of popular 
ni'kname. The lower one is called the 'Bed', the 
upper one the 'Designer', and this one here in the 
middle that moves up and down is called the 
"Harrow'...." 
... The needles are set in like a harrow, 
although its acton is limited to one place and 
2 8 
.ontrived with much more artistic skill.... 
Kafka's description of this tortur* apparatus in a sombre, 
deadpan, legally precise language underline the horror of 
his unusual vision and at the same time makes the whole 
thing uncomfortably real. 
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To make a summary review, Kafka's i^ tory The 
Metamorphosis conjures up a view of the individual, cut off 
and alienated even from his immediate and closest society, 
2 9 
and we iollow a dream, which, to Douglas Angus , appears to 
recreate symbolically Kafka's own oppressive inferiority 
complex, his unfortunate relationship with his father, and 
his crushing sense of exclusion and futility. His symbol of 
modern man a great black beetle lying on its beick with its 
many legs threshing ineffectually - marks, perhaps, the 
highest point of hon or attained by expressionistic 
symbo]i3in in the twentieth century fiction. Moreover 
Kafka's simple and austere style is an effective instrument 
in concretizing his nightmarish vision. With an absolute 
precision of words, he has marvellously constructed through 
an intervowen pattern, an extraordinary picture of the 
individual destiny in a fusion of ^he realistic and the 
aymbolic modes. 
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CHAPTER^y 
A Country Doctor (Ein Landarzt) is a slim volume of 
fourteen sketcfiea written in the early part of 1919. This 
vojufflc, dedicated to Kafka's father, is atudded with dream 
like aketches - such aa A Dream, Before the 'aw, and A 
Fratricide, which are all short and anecdotal fragments. 
However, the masterpiece of the collection is the title 
story A Country Doctor, whit.i is remarkable among Kafka's 
works for its vividly nightmarish quality. 
The most striking characteristic of Kafkt^'s style is 
the intimate association of contraries like his intermixing 
of the real and the fantastic. A Country Doctor is a vivid 
example of ,t; Is technique of concretizing fantasy in the 
sense that the story is full of almost improbable events. 
The first person narrative of the doctor begins with an 
urgent Cdll on him to attend to a very sick patient : 
I wae in great perlexity; 1 had to start on an 
ui ^ ent journey; a seriously ill patient was 
waiting for me in a village ten mile;, off; a thick 
blizzard of snow filled all the wide spaces 
between him nd me; I had a gig, a light gig with 
/5 
big wheels, exactly right for our country roada; 
muffled in furs, my bag of instruments in my hand, 
I was in the courtyard all ready for the journey; 
but there was no horse to be had, no horse. My 
own horse had died in the night... 
There is nothing surreal in the opening lines of the story. 
In fact every detail is realistic and graphic, till the 
irrational world immediately intrudes. The doctoi is in a 
perplex<"i state of mind, utterly helpless because the 
weather is awful, a thick blizzard if blowing and his horse 
has died in the night. He cannot travel ten miles without a 
carriage to attend to the patient. He strides through the 
court yard and can not think of a way out, when all of a 
sudden : 
... in my confused diatreaa 1 kicked at the 
dilapidated door of the year long uninhabited 
pigsty. It .lew open and flapped to and fro on its 
hinges. A steam and smell as of horses came out 
from it. A dim stable lantern was swinging inside 
from a rope. A man crounching on his hams in that 
low space, showed an open blue eyed face. "Shall 
1 yoke up ?" he asked, crawling out on all fours. 
1 did not know what to say and merely stooped down 
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to see what else was in the sty... two horaee, 
enormous creatures with powerful flanks, one after 
the other, their legs tucked close to their 
bodies, each well shaped head lowered like a 
camel's, by sheer strength of buttocking squeezed 
out through the door hole which they filled 
2 
ent irely. . . . 
This unexpected discovery of a groom and horses in a pigsty 
is reported with a casualness as a matter of routine. The 
nature of the events which seem plausible at one moment and 
suddenly break off into the realm of the irrational is what 
constitutes the mystery of A Coutry Dq^ctor. These two modes 
co-exist in the narrative as they spring from the Ramo 
situalion and are reported with a certain calm which over-
rides the sense of the preposterous. The fantastic world is 
apparently pushed aside for the time being with the 
comfortable cliche : 
... The servant girl was standing beside me. 
"You never know what you're going to find in your 
3 
own house, she said, and we both laaghed .... 
Aided by the groom, the horses carry the doctor ten miles in 
a seeming- instant; the blizzard stops; the moon appears : 
• ^ * : 
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... the eie whit-led off like a log in a freshet; I 
could just hear the door of my houae splitting and 
bursting as the grocm charged at it and then I was 
deafened and blinded by a storm rush that steadily 
buffeted •11 my senses. But this only for a moment, 
since, as if my patient's farmyard had opened out just 
before my courtyard gate, I was already there, tae 
horses had come quietly to a standstill; ... 
At the beginning of the story, the name of the maid 
servant is not mentioned, she is only referred to as : 
... my servant girl was now running around 
... In the gateway the girl appeared, alone, and 
waved the lantern;... The servant girl was 
standing beside me ... 
St angely enough it is the groom who first mentions the name 
of the maid servant and gives her p.n identity of her own. 
This also pricks the consciesTce of the doctor who is made 
aware of his moral duty towards Roase. Ar, the horses are 
harnessed, the doctor observes thai they are a magnificent 
pair and clim.bs in happily : 
"But I'll drive, you don't know the way," 
7rt 
I said, "Of Course", said he, I'm not coming with 
you anyway, "I'm staying with Rose". "No," 
shrieked Rose, fleeing into the house with a 
justified presentiment that her fate was 
inescapable; I heard the door chain rattle as she 
put it up; I heard the key turn in the lock; I 
could see, moreover, how she put out the lights in 
the entrance hall and in further flight all 
through the rooms to keep herself from being 
discovered. "You're coming with me", I said to 
the groom, "or I won't go, urgent as my journey 
is. I'm not thinking of paying ( for it by 
handing the girl over to you". 
n 
Ritchie Lobertson has commented that A Country Doctor 
focuses on the problem of responatibility. The country 
doctor is torn between professional and private obligations. 
The doctor, \-'ho is urgently required by a patient ten miles 
away, also gradually becomes conscious of his duty towards 
Rose, L .e maid servant, who is left behind to the mercy 
of the lustful groom. Kafka uses w; rd play to equate the 
two obligations : the patient's wound is pink 'rosa' in 
German), and Rose is the name of the maid servant. The 
choice between his conflicting responsibilities is forced 
upon lhe doctor by the unseen forces which carry him ^o the 
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patients house. 
At first elai^ce, there is nothing wrong with the 
patient, a boy. Though gaunt, he is robust and without 
t ev •. r . He makes an eccentric request : 
.... the youngster heaved himself up from 
under the feather bedding, threw his arms round my 
neck, and whispered in my ear: "Doctor, let me 
die"....® 
The patient, apparently sound, seems to have given up on 
1\fe. The doctor remarks: I am no world reformer and so I 
9 
let hii'n lie ... . The boy's request is accepted by the 
doctor, who however performs his professional duty as a 
healer of the body to the best of his ability only to 
reaj.ise the superficiality of his treatment. Furthermore 
during his visit to the sick boy, the doctor thinks of Rose 
and the inevitability of her fate : 
... And only now did I remember Rose again; 
what was I to do, how could I rescue her, how 
could I pull her away from under that groom at ten 
miles' distance, with a team of horses I couldn't 
control .... 
And a few momenta later : 
«[) 
... I should have to sacrif i .-e Rose this time 
as well, the pretty girl who had lived in roy house 
for years almost without my noticing her - that 
sacrifice was too much to ask, and I had somehow 
to get it reasoned out in my head with the help of 
what craft I could muster, in order not to let fly 
at this family, which with the beatWill in the 
world could not restore Rose to me .... 
As is seen towards the end of the story the doctor fails in 
both his missions. He could neither save the sick 
boy from the ailment of the spirit, nor Rose from being 
physically assaulted by the groom. 
In some of Kafka's stories there is a touch of the 
fable as the animals talk and act like the human typeia 
they represent. For example, in the story, Josephine the 
SJlnger, or theMquse FoJ.k, the singer is none other than a 
highly artistic mouse whose art is squeaking. 
Traditionally, a fable exemplifies a moral thesis or a 
principle of human behaviour; usually in its conclusion, the 
r.arrator or one of the characters states the moral in the 
form of an epigram. In A Country Dp^ jtjor the horses have been 
endowed with a special understanding as well os a power of 
suggestion : 
HI 
... Theae horaes, now, \i.cy had somehow 
slipped the reins loose, pushed the window open 
from outside, I did not know how; each o£ them had 
stuck a head in at a window and, quite unmoved by 
tht startled cries of the family, stood eyeing the 
patient. "Better go back at once, " i thought, as 
if the horses were summoning me to the return 
journey, ... 
And immediately after this the doctor examines the patient 
again. He revises hie earlier stand Io admit that the joy 
might be ill after all : 
... Now both horses were whinnying together; the 
noise, I svit,pose, was ordained by heaven to assist 
1 3 
my examination of the patient ... 
This time the doctor discovers that ti e boy is seriously ill: 
... In hl^. right side, near the hip, was an open 
wound as big as the palm of my hand, Rose-red, in 
many variations of shade, dark in hollows, lighter 
at the edges, softly eranulated, with irregular 
clots of blood, open as a surfa<:e mine to the 
daylight .... Uorms, as thick and as long as my 
little finger, themselves rosa red and blood 
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spotted as well, were wriggl iiig from their 
fastness in the interior of the wound towards the 
light, with small white heads and many little 
ie^s. Poor boy, you were past helping I nad 
discovered yout great wound; thJ^ blossom in your 
Hide was destroying you . . . li 
It appears as though the horse's intuitive whinnying 
assisted the doctor's re-cxairii nat i on of the boy. The wound 
to which the doctor's attention is drawn, has not only 
physical .implications, but symbolic overtones as well. 
I'irul, the pink wound corresponds to Rosa the maid servant's 
name, it is described as a. 'great wound' and 'blossom' 
which many people aim \ , receive but unfortunately fail. 
Moifovei, like the symbols in several stories of Kafka, for 
ex/imple, Che enigmatic figure, U> adek in The family Nan's 
Uorry, the wound, discovered fay thft doctor iss ambiguous in a 
conttlved way. It is not simply f. wound, as it is described, 
it is ci ' the same time, a roKi, though a hideous one 
BwariT.ing with worms. In symbolic terms the wound may 
portray reality which man has always tried to evade. 
The wound is also presented with an objective 
scientitic attitude, elaborate documentation and precision 
n -, 
of detail which is resTiiniscent >>f naturalistic writers. 
This quality of Kafka has been diacuased in the earlier 
chapters on ;-ie Metamorphosis and DeacrJption of a Struggle. 
Contradictory to his initial request, now the boy does 
not welcome the wound uut wants to be saved and realises 
that the doctor is inefficient for the task : 
... Uill you save me ?" whispered the boy with a 
sob, quite blinded by the life within his wound 
.... "Do you know," said a voice in my ear, "I 
havr; ^ery little confidence In you. Uhy, you were 
only blown in here, you didn't come on your own 
;eet. Instead of helping me, you're crampln,; me on 
my deathbed. Uhat I'd lik< best is to scratch 
1 5 your eyes out".... 
The patient has very little confidence in the doctor who is 
forced, against his will, in an era with little or no 
faith, to take over the duty of the priest and heal and 
human soul : 
... Alwf"-£5 expecting the impossible from the 
doctor. They have lost their ancient beliefs ; 
the parson sits at home and unravels hii 
vestinenty, one after the other, but the doctor is 
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supposed to be omnipotent with the merciful 
surgeon's hand .... I have not 'hrust my services 
on them; if they misuse me for sacred ends, I let 
that happen to me too; ... 
The doctor la caught up in metaphysical demands which are 
beyond him. The story Itself is based on the ambivalent 
fate of a doctor who knows hi^ limitations from the 
beftinning, but aa he has assumed a role beyond himself, he 
has to face the music. The central theme of the story is 
man's pretensions and his basic inability to fulfill the 
dema;id of his self assumed position of superiorj *"y. All 
human efforts have a kind of futility and the story brings 
to focus the pathetic limitations of man's knowledge and his 
illusion of acl'ng in the manner of the all powerful. There 
is no escape from such a situation and therefore the doctor 
says : 
... To write prescriptions is easy, but to come to 
1 7 
an understanding with people is hard .... 
The doctor is now made to fac»: reality by the pople who 
have expectations from him. He is stripped of professional 
garb and all other illusions and ; Letenaions he might have 
nurtured in symbolic terms. The doctor is laid in b-d next 
8.S 
to the patient facing the wound, wlile outeide, a echool 
choir headed by a teacher ainga to an utterly simple tune : 
Strip his clothes off, then he'll heal us, 
If he doesn't, kill him dead! 
Only a doctor, only a doctor 18 
The dov tor being only a man with medical expertise fails In 
his mission to rejuvenate the spirit of the sick, and 
eventually sneaks away in the hope of returning home as 
rapidly as he had come : 
... "Gee up!" I said, but there was no galloping; 
slowly, like old men, we crawled through the snowy 
wastes;... Never shall I reach home at this 
rate;. 19 
This is in contrast to the speed of the horses as they had 
pulled at the beginning of the Journey. The doctor has 
tailed, the horses are weary and therefore go .^ -ayward. The 
new song of the children runs along these lines : 
0 be joyful, al"* you patients, 
The doctor's laid in bed beside you! 20 
This sonp is an ironical comment on the doctor who is as 
8 6 
sick as the pa*lent and has already made his escape. The 
concluding sentences of the story are in complete contrast 
to the ones that open it. The beginning of the story v^ as 
reaalistic whereas the end shows a return to fantastic and 
surrealistic patterns -. 
. . . Nak.;d, exposed to the frost of this mos i, 
unhappy of ages, with an earthly vehicle, 
unearthly horses, old man that I am, I wander 
astray. My fur coat is hanging fri TI the back of 
the gig, but 1 cannot reach it, and none of my 
limber pack of patients lifts a finger. Betrayed! 
Betrayed! A false alarm on the night bell once 
2 1 
answered ~ it cannot be made good, not ever 
The doctor wanders aimlessly in the gig, exposed to reality, 
and, since he has put himself in the role of an impostor by 
trying to solve problems, his end Is predictably that of a 
loser. He inevitably pays the price of .allowing the 
"mistaken ringing" of the bell by forfeiting Rose and being 
deserted in the barren snow. 
2 2 Basil Busacca has compared A^  Cpi^ i^ r^j^  Poc_tqr to 
Aesop's fables. The tales of Aesop, he says have two 
: ibstantive aspects : 1) the dramatic surface ~ taken either 
8 7 
as itself or as roatine for the "meaning"; 2) the meaning, 
which has little to do with the dramatic aurface. According 
to the critic, Kafka ia a subtle Aesop and, alnce, afa in all 
literary art, what is more important ia not the fable but 
the dramatj aurface, the immanent reality of the experience 
of A Country Doctor itself. 
In accordance with the fable tradition, the story 
carries a short moral in the form of an elpgram at the end: 
... Betrayed I Betrayed ' A false alarm on the 
night bell once answered - it cannot be made good, 
2 3 
not evir 
Ronald Gray argues that the general purport of the story is 
that to answer the call of charity, as the doctor does, is 
mistaken, and xeads to diaaele.r. The end of the story 
ecwoas this thought as its moral. 
A Country Doctor displays a very unusual tense 
structure It atartt. like any traditional first person 
narrat1ve. 
I was in great perplexity, I had to 
start on an urgent journey, ... 
88 
Here ^he narrator relates a past experience by using the 
customary past tense. He tells of his horseless plight and 
all of a sudden the groom and horses magically emerge from 
the pigsty. At the beginning of the second page, the tense 
changes to the present in mid-sentence : 
... "Give him a hand, "I said and the wilMng 
girl hurried to help lhe groom. ..'^  
For the next five pages the present tense is used 
continouely; the doctor relates his extraordinary departure 
to the patient's house^ his instantaneous journey 
to the house of the patient, the eventful though 
contradictory bed aide visit which ends with a conversation 
between doctor and patient. Then there is a shift with a 
few sentences written again in the past tense which describe 
the doctor's leparture from the patient's house : 
... The horses were still strnding faithfully in 
their places. My clothev^, my fur coat, my bag were 
quickly ollected; ... "Gee upi" I said, but there 
was no galloping; 27 
T' is mode of narration continues till the story ends by 
returning to the present tense, now no longer narrating 
events, but describing a wretchedly stationary and eternal 
condition : 
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Never shall I reach home at this rate; my 
flourishing pracilce is done for; my successor is 
robbing me, but in vain, for he cannot take my 
place; 28 
As Dorrit Cohn^ has shown, a long present tense passage, 
framed by two much briefer past tense passages, forms the 
body of the story; short present tense passage forms the 
3 0 
eiplogue. Ritchie Robertson arRues that Kafka's use of 
tensea is even more ambiguous than what Cohn's remarks 
pointii out, for when the narrative reentei < the present 
tetise in the closing sentences, Kafka blurs the distinction 
between past, present and future in a way thai, recalls the 
t( unique of superimpositon which is observed in Kafka's 
stories The New Advocate, and The Great Uall of China. 
A characteristic feature of Kafka't- style is his 
tendency to write immensely long sentences. Jos_ej)hJne the 
Singer, or the Mouse Folk, and, at plrr-es, in A Country; 
Docto£. In A Country Doctor the whole story goes on in the 
same strain without any paragraph change. This use of long 
senten>_.' in which a statement is developed, its truth 
expounded, the contrary emerges^an immense movement occurs 
though it is largely circular and self cancelling is very 
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aptly called the 'breathless' style of Kafka's by Charles 
N e i (1 e r ^ 
The liter ry greatness of Kafka and of h.s atory about 
the country doctor lies in his having summarily sounded the 
keynote of our age as in a poetically accurate description, 
says Uilhelm Emrich"'' Since the "modern" man has no binding 
law or order at his disposal, the erupting forces of human 
existence, force those hidden urges to explode and become 
man's master and take the lead. The unexpected aide like 
horses become hampering forces tliat banish the doctor 
irredeemably to the wasteland of disaster. 
A Country Doctor though crammed with incidents, has 
less c' a story line than Kafka's other works bu1 is still 
considered as one of his most fascinating stories in which 
his manner is at its most baffling. Having mixed the 
narrative categories of tlie rational and the irrational the 
story goes beyond all barriers of plausible narration. 
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CHAPTER VI 
The stories of the collection A Hunger Artist (EJn 
Hungerkuenst1er) were published in 1924, and occupied Kafka 
during the last years of his life. They describe a grim 
fate for the art and artist in modern times and highlight 
the indices of abnormality jn the artistic world. The exact 
nature of the malady varies but among the major disorders we 
have the depression of the hunger artist, displacement of 
the trapeze artist, provocative discrimination and anxiety 
of both the little woman and Josephine, the singer. The 
four stories, A Hunger Artist , First Sorrow, A Li tt le___ Woman 
and Jo.S!ephine_ __the Singer^ or the Mouse Folk, are 
thematically unified and concerned with a periorming artist 
oi an artistically inclined person, as in the case of A 
Little Uorn^ an , as also with the appreciation of art in the 
modern world, and present the varied reactions of the artist 
to the «'ublic. The last of the four stories, named above 
reflects the image of a perfornAOg artist through the 
consciousness of the audience. 
The title story of this collection A Hunger Artist, 
first published in 1922, happens to be the best known of 
the four stories. It is centered around an artist whose art 
is fasting. The self destructiveness of the artist in his 
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attempla to reach great heights of endurance and 
performance, to set unbelievable records, to endure and 
achieve the impossible are some of the themes woven into the 
story. The presentation of a well known theme like the 
appreciation of art in the garb of fantasy gives the reader 
a ariKe of displacement, but, at the same time, leaves a 
more vivid impression on the mind of the reader which cannot 
be easily erased. Kafka has used the unconventional 
symbol of fasting as art and the cage in which the hunger 
artist sits huddled up reflects the pi'aht of the artist in 
the modern world; his dissociation from the society in 
which he lives. It can also be apprenhended as a limitation 
of art and the artist's inability to integrate with the 
society uJthout which art can hardly exist. 
The story comiiiences at a turning point in the fate of 
the Jirtist: a point dictated by chance, and yet decisive: 
During The last decades the interest in 
professional fastinj^ '. has markedly diminished.... 
The opening sentence of the story acquaints us with the fact 
tf: t the hunger artist's days of glory are numbered. 
Interest in fasting as an art has decreased. 
9 5 
After the first sentence there la a backward movement 
as the nairator throws light on the past times when the 
artist ]'ved in greater glory. Then he had his patron - the 
impreasario, his critics, the butchers, who guarded him oui 
of public distrust of hJs creative act, and his historians, 
the attendants who recorded his creative act or kept count 
of his performance. As discussed in an earlier chapter 
two oi her stories The Metamorphosis and The Penal Colony 
also commence at a point of cri.^ia but there is no flash 
back. The past does not hold any importance; it is the 
present that embodies the major action of these two stories. 
In A Hunger Artis"^ the past is recalled to serve as a point 
of comparison. 
Kafka has revealed in A Hunger Artist a grotesque and 
macabre sense of humour which highlights irony and brings 
out the incongruity of the situation. For example, after 
the hunger artist has fasted for forty days, a celebration 
is organized to felicitate his success, and he is brought 
forward on the arms of two ladies who rejoice at their good 
fortune. But the moment the artist, who is a mere skeleton, 
starts losing consciousness, the young ladies are aghast and 
create much ado about the situtatlon : 
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... The artist now submitted completely; his 
headlolled on his breast as if it had landed 
there by chance; but his body was hollowed 
out;...and the whole weight of his body, a feather 
weight after all, relapsed onto one of the ladles, 
who looking round for help and panting a little 
this post of honour was not at all vhat she had 
expected it to be first streched her neck as far 
as she could to keep her face at least free from 
2 
contact ... 
Hence the hunger artist feels disoriented as he realizes the 
truth 
... he looked up into the eyes of the ladies who 
were apparently so friendly, and in reality so 
, 3 
cruel,... 
The ladies, who so cruelly sentimentalize over his 
inartyrdofn, represent sympathy without understanding; and a 
syrapathy, which is devoid of understanding, is a mere aelf-
centered sentiment. This is, moreover, a kind of mock 
lamentation that the ladies perform. 
The precise setting of the fasting artist is conspicous 
by its absence. In an earlier discussed story The 
WetamorphosJ s, the protagonist Gregor Samsa'e room is 
9 7 
deaciibed in meticulous detail with the textile aamplea laid 
on the table, the picture of a woi.tan hung on the wall. 
Similarly in The Judgment (analysed in chapter III), the 
atmoaphere of the room where the dialogue takes place 
between father and son is highlighted with emphasis on its 
dark and djsmal aspects. The hunger artist's cage, on the 
other hand, with its surrounding scene is not described in 
detail. His cage ia moved only twice during hia entire 
lifetime, andlhis manoeuvre in the position of the cage is 
used as a device to record the shift in the view of the 
public towards the hunger artist. At -the zenith of the 
artist's career, the cage was positioned in the centre of 
tJie town hall as a major attraction : 
... there were people who bought season tickets 
for the last few days and sat from morning till 
night in front of his small barred cage; even in 
the night time there were visiting hours, when the 
efl^-ct was heightened by torch flares; on fine 
days the cage was set out in the open air, ... 
And later at the nadir of his performance as an artist : 
hia cage should be stationed, not ii the 
middle of the ring as a mn n attraction, but 
90 
outsJde, ne,.r the animal cages, on a site that was 
after all accessible ...when the public came 
thronging out in the intervals tc see the animals, 
they could hardly avoid passing the hunger 
5 
artist's ca^ a stopping there for a moment,... 
Thus Kafka's Ingenuity suggests to the reader how the hunger 
artist, towards the end of lue tale, is reduced to the state 
of being an impediment. He realized that people did not 
stop to appreciate his art, but were, without exception, on 
their way to the menagerie. The presence of the animals so 
close to him disturbed his peace of mind but : 
... he did not dare to lodge a complaint with the 
management; after all, he had the animals to thank 
for .he troops of people who passed his cage,.. 
The hunger artist consoles himself with the fact that the 
hoards of people who pass his cage to reach the menagerie 
luight sometime stop and appreciate him too. 
7 
R.U. Stallman con; iders the story as an allegroy of 
the dilemma of the artist. liie artist is set in contrast to 
the multitude. The people, who attend hie exhibition, 
r itiot understand hia art. The artist starves himself for 
9 9 
the sake of hla virion. He haa faith in his vision, faith 
himself and in integrity of aesthetic con«cience. But 
the public is devoid of any sympathetic understanding of the 
artist and his art. Since the publi' is a disbeliever, the 
artist is in a cage, which symbolisee isolati^^n. Society 
and artist each disbelieve in the other, the artist finally 
omes to disbelieve in himself. 
Towards the conclusion of the story the hunger artist 
is completely neglected by the publii. and the circus 
av'horities till a chance happening, results in his being 
discovered by poking into the straw with sticks. The 
emaciated artist when asked by the overseer why he has not 
stopped fasting replies : 
.. "because I couldn't find the food I liked. If 
I had found it, believe me, I should have made no 
fuss and stuffed myself like you or anyone else". 
These were his last words, but in his dimming eyes 
remained the firm though no longer proud 
persuasion that he was still continuing to fast 8 
In his dying momenta the artist does not even have the 
consola rioi-i ot knowing himself as an offering of an 
ideaiistic self-sacrifice - his abstention is simply a 
iijo 
consequence of hia own nature, of h's jailure to find fn the 
world nourishinent that waa to hia taste. 
The artist cannot survive in isolation and only death 
can relieve him of his agony. The emptiness of the cagt is 
replaced by an exuberant panther which is in direct contrast 
to the artist, since it represents power and energy as 
reflected in his body which is furnished almost to a 
bursting poi it. The artist suggests the spiritual, the 
aniwal the purely bestial nature of man. For the panther 
and the spectators the joy of living issues from their 
9 throats - and belly , both crave the sare food and therefore 
the panther Is a welcome change ac<'«pted by the public. 
As also mentioned in the discussion of The 
M'"tamorphosie earlier, Kafka has once again employed the 
technique of using self contradictory statements to 
highlight the comic in A JIunger ArjtJ^ t^ , as in the following 
conversation between the artist and the overseer : 
... " I always wanted you to admire my asting", 
said the hunger artist. "Ue do admire It," said 
the overseer, affably. "But you shouldn't admire 
i1," said the hunger artist. "Uell then we don't 
10] 
admire it, " said the overseer, 10 
The final turn of the story is similar to the one at the 
end of The Netamorphosis. Both the hunger artist and Gregor 
Samsa are'S^ept away after they die; in The^ Metamorphoaia 
there is a return to life as Gtagoc'a sister stretches her 
young uody; in A Hunger Ar;^i£j^ the artist's placo in the 
cage is taken by a panther, which it>, again, an affirmation 
of life. 
Anot'er story of the collection, entilted First Sorrow 
(Ersles leid), 1921 shows some similarities with A Hunger 
Art iat• In these two earlier tales of the collection, A 
^^ "E?'l-AfJL-'-.ift.' ^^^ perspective is that of the artist, which 
is achieved by the use of third person singular narration. 
in both cases, an anonymous obaervei focuses closely on the 
performer and transmits the view point of the public thrcufth 
the artist. The public, however, receives more attention in 
A Hunger Artist, where its absence finally precipitates the 
crisis of the artist; the trapeze artist in First Sorrow 
Is, however, insouciant to the needs of the spectators. 
Kafka says, "One must throw away life in order to 
conquer it " . The former world of our thoughts and 
actions must first be destroyed for the new content to 
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emerge from a V' id. In accordance with this belief, Kafka 
moves his personages in a void where the conventional rules 
of life do not apply. Here time dies and contours of space 
too are la; t. Therefore the hunger artist is : 
... paying no attention to anyone or anything, not 
even to the all important striking of the clock 
that was the only piece of furniture in his cage, 
but merely staring into vacancy with half-shut 
12 
eyes ... 
^^ A Hunger Artist, the fasting man closets himself in a 
small cage and tries to fast endlessly. The bars of his 
cage sever him forever from his previous existence. In 
'•^£^^- Sor row the trapeze artist moves on to a bar, which 
becoffieix a "line that cancels his past : 
A Trapeze artist - ... had so arranged his lif • 
that, as long as he kept working in the same 
buildi!!,, he never came down from his trapeze by 
1 3 
night or day, ... 
This in a way, explains the uncanny scenery of Kafka's 
stories, since he often chores for hi? place of action 
isolated surfaces, tightly closed areas like cages or 
103 
parallel bars v! ere a man feela lost. According to Ronald 
1 i Gray , the beginning of the story Firat Sorrow : 
... this art, practiced high in the vaulted domes 
of the great variety theaters, is admittedly one 
1 5 
of the most difficult humanity can achieve -... 
makes it appear like a parable with the general implications 
that the story is about a man who is 'an extraordinary, 
irreplaceable artist', trying to maintain 'his art in its 
perf ect ion' . 
There are also touches of Kafka's characte' istic humour 
and pathos in passages such as the cne in which the fireman 
shouts across the roof to the artist : 
... True, his social life was somewhat limited, 
only sometimes a fellow acrobat swarmed up the 
ladder to him, and then they both sat on the 
trapeze ... and chatted, or builders workmen 
repairing the roof exchanged a few words with him 
through an open window, or the fireman, inspecting 
the emergency lighting in the. top gallery, called 
over to him ^^mething that sounded respectful but 
104 
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could hardly be made out ... 
Humour continues in the passage about the trapeze artist's 
sleeping in the luggage rack, dreaming on journeys, and 
racing through towns at high speed, to get back to a circus 
tent and a trapeze again. 
The trapeze artist could have carried on his career and 
his life, had it not been for the inevitable journeys to 
places vhich tired him. But every time a new sojourn was 
arranged, it embarassed the managei and inconvenienced the 
artist. The artist finally demanded that he could not go on 
performing on one trapeze and should from the next time have 
two trapezes opposite each other. 
... " Only the one bar in my hands ~ how can I go 
on livirig I 
T' e manager at once gave his acquiescence to this request. 
Though the -manager succeeded in consoling the artist, his 
own mind was perturbed : 
... With deep uneasiness he kept glancing secretly 
at the trapeze artist over the top of his book. 
Once such ideas began to torment him, would they 
ever quite leave him alone ? Uould they not rather 
).0S 
increase in urgency? Would they not threaten hia 
existence ?And indeed the manager believed he 
could £5ee, during the apparently peaceful sleep 
which had succeeded the fit of tears, the first 
furrows of care engraving themseives upon the 
18 
Irapeii*. artist's smooth, child like forehead. 
1 9 Accordjng to Charles Neider this short piece about a 
trapeze artist, exploits the ridiculousness of the extremist 
who has only one objective in mind anu also shows the 
objection of solitude. This story portrays the 
artist's childishness. The artist, who is motivated by his 
desire for perfection, experiences, towards the end of 
story, the beginning of sorrow. It exemplifies a principle 
of hjunan behaviour which is presented in the foria of 
questions put up by the manager. 
The third story of A Hunger Artist collection, A 
Little Uoman (Elne kleine Frau) published in 1923, fflls 
into a separate category since it doe& not have for a 
protagonist an artist but an artistically inclined person, a 
little woman who is disdainfully aware of a certain member 
of the public, the narrator, who vexes and exasperates her: 
• -- 1 am always doing the w;.^ ong thing to her, I 
annoy her at every step; if a 1 i f-- could be cut 
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into the sn. llest of small pieceti and '^ •very scrap 
of my life would certainly be an offense to 
y^cr^ 2 0 
her.... 
A__J-ittle Uoman ia a first person narrative and ia 
written entirely in the present, tense. Though it aometiiTios 
takes on a conimuni cat i ve tone, it is essentially a monologue 
or a soliloquy des(iibing its speaker trapped in a lasting, 
insoluble situation, or an unalterable impasse. Unlike the 
first two stories of the collection, A Hunger Arti^st^ and 
First _,Sorrqw, the perspective is not of the artist's, but, 
for a contrast, that of an ordinary member of the 
society. 
Since the entire exposition of the story is in the form 
of a monologue, there is no external action, no scene ever 
develops, the little woman till the enu of the story 
continues being vexed by the narrator. 
A_Little Woman is one of the last works of Kifka. It's 
style and tone are markedlv different from those of the 
earlier works. In this story Kafka sounds more mature, 
calm, ironical and didactic, like the narrator in A Little 
Uoman who feels that he cannot become a continrjal target of 
107 
aomeone's espite : 
... youth aheds a bloom over everything; awkward 
characteristics are lost to sight in the endless 
upwelling of youthful energy; if as a youth a man 
has a somewhat wary eye it is not counted against 
him, it is not noticed at all, even by himself; 
but the things that survive in old age are 
residues, each is necessary, none is renewed, each 
is under scrutiny, and the wary eye of an aging 
man is clearly a wary eye and ia not difficult to 
21 
r ecognize.... 
The last story of the collection A Hunger Artist, is 
Josephine the Singer, or the Mouse Folk (Josephine, die 
Saengerin, oder das Volk der Mause) published in 1924 and it 
is also the last work that Kafka himself brought to 
publication. 'Mousefolk' and 'Singer' both enter into a 
reciprocal relationship in which the inquiry into their 
common 'ground' art, its performance and appraisal is 
illustrated and elucidated through the mirroring of the one 
in the other. 
Kafka attached particular significance to the story's 
double title. 'l)e story is getting a new title : 'Josephine 
10 3 
the Singer -or - The Mouse Nation'. Such titles with 'or' 
in them are, I grant you, not very pretty, but in this 
instance the title is perhaps particularly meaningful. It 
2 ? 
has something of a pair of ."scales in it" '. Weighing the 
artist and the iiiousefolk against one another, fairly and 
Justly, is in fact the theme of the tale. 
The perspective of J_qB_ephine the Singer, or the Mouse 
Folk' is different from that of the ones in A Hunger Artist, 
or First Sorrow, since the public finally steps into the 
limelight as in A Littl^e Woman. The narration here as in A 
Little Woman is in the first person, but the nirrator more 
frequently uses the first person plural "we". Our singer is 
2 3 jailed Josephine ... as he is the spokesperson for all his 
fellev beings, the "Mousefolk". 
With thiB list story Kafk*^ intended to investigate the 
1 ••actions of the audience to art, an attempt he considered 
new and timely. An analysis of the text reveals that a 
different artist-public constellation emerges from the shift 
to the mouse perspective, with both sides aware of one 
another and aware of their perspective opinions. 
As the monologue proceeds, the narrator unfolds a 
series of paradoxes which also appear to be ironical 
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comments on art: 
There is no one but is candied away by her 
singing, a tribute all the grea-f er as we are not 
in general a music-loving race... 
I have often thought about what this music of 
htdi 3 really means. For we are quite unmusical; 
how is it that we understand Josephine's singing 
or, since Jobephine denies that, at ]^ast think we 
can understand it. The simpleet answer would be 
that the beauty of her singing is so great that 
even the most insensitive cannot be deaf to it, 
2 4 but the answer is i ot satisfactory .... 
Moreover the narrator in his monologue about Josephine 
is not consistent in his stances. Josephine's squeaking is 
powerful in the extreme, filling everybody who hears it 
with enthusiasm; on the other hand it is doubtful whether it 
la different from the squeaking of ordinary mice, and may 
not be art at all. Later the narrator says that though 
Josephine is said to be a bulkwark of national solidarity, 
there have been occasions wlien the enemies have been able to 
gain victory because the Mousefolk were too attentive to 
her singing to pay attention to their own defence. The 
110 
abstract approximations of these observations are all too 
obviou . 
According to the narrator, Josephine has some 
laudable and many regrettable characteristics. Her energy 
and courage as a performer are admirable since she 
captivates her audience with her art. On thf other 
hand.Josephine also possesses traits which infuriate her 
audience. Her egotism, impatience, and demand for a special 
treatment are flaws which make her intolerable in the eyes 
of the mice: 
... On occasion she stands there in ceremonial 
state for quite a time without a sufficient 
audience-then indeed she turns furious, then she 
stamps her feet, swearing in most unmaidenly 
2 5 fashion; she actually bites.... 
And more recently 
... she has even intensified her attack; hitherto 
she has used only words as her weapons and now she 
is beginning to have recourse to other means, 
which she thinks will prove more efficacious 26 
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Similarly the innocent piping of a young mouse during a 
conctTt would annoy her and cause her to prove her 
superiority. 
In the epilogue of Judaism, politica and literat\'re, 
? 7 Ritchie Robertson saye that in Jq^aephine the singer ^  or the 
Mousefoik, Kafka has taken the side of the people or 
'Mousefolk' against the artist, and by doing so he has 
brought the relation between the twc sides to a dialectical 
resolution, both inside and outside the story. Within the 
story the artist, for all her vanity, is unimportant as an 
individual, her public far from being subservient to her, 
tolerate her pretensions as if she were an errant child. 
Outsid • the story, Kafka has achieved a resolution, for 
the story contains his most radical questioning of the 
nature and value of art and yet belongs among his important 
artistic masterpieces. It is full of subtle suggestions and 
delicate humour. 
Among the protagonists of the four stories diacuseed 
above, Josephine is the most aggressive and vociferous. 
According -tJ Carl. R. Uoodring the most triumphant virture 
of Josephine jthe^  Singer_ . .^ is characterization. A complete 
character sketch of Josephine has been developed in the 
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course of events and where the hunger artist and the litle 
wofiian suffer without complaint, Josephine combats with 
stubborneaa and dignity, in the name of art, the mild but 
firm authority of the public. And the latest nuance of the 
idiosyncratic Josephine is that she has disappeared : 
... Just at a time when she was supposed to sing. 
It is not only her supporters who are looking for 
her, many are devoting themselves to the search, 
29 
but all in vain;... 
"Josephine the Singer or the Mouse folk' is the swansong of 
Kafka's art and concludes with the statement that all art is 
ultimately forgotten since the mice are no historians and no 
records are kept. They let the artist : 
... be forgotten like all her brothers 30 
Though, the '--•ntral figures of the four stories, dealt 
with above, seem to be fascinaed by a target at which they 
aim; are occupied by the fight against themselves and 
against the world, do not ever evert their eyes in another 
direction, their end comes with the finality of deaLh and 
the stories break off withou'. a solution. For example, the 
hunger artist dies, Josephine disappears and the little 
n 3 
woman continues being vexed. The inconcluslveness of 
Katka's stories is not an accident, if he had rounded off 
hie stories in a more "artistic' way, he would have belied 
his purpose which was to present life as a complete impasse 
states Guenther Anders 
Thus Kafka's urge to examine the .mtire situation of 
art ends 'n confirmation of an unalterable polarity between 
the public and the artist. He identifies both with the 
artist as in A JHunge^r^ _Artist^, and First Sorrow, aes also with 
the public as a A Little Uoman and 7oaephine the Sinfier, or 
th^ Mouse Folk to present a complex perspective that 
ingeniously brings about an intermingling of the various 
narrative genres, realistic, parabolic, allegorical and 
symbolic with the reflective and analytical mode to forge a 
unique technique of exposition. 
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CHAPTER VII 
Conciuai on 
The most striking characteristic of Kafka's work as 
analysed in the preceeding chapters is the juxtapositon of 
contraries - a world of fantasy intermingled with the world 
of ordinary reality. Often a fantastic element is found 
embedded in a context largely realistic. For instance in A_ 
Hutiger Artist the only element which is foreign to normal 
experience is the fanatical ahsorf'tion of the hero in his 
profession and the drastic consequence which follow. kafka 
describes with precision the conditions of his heroes life 
and performance, and the story would be taken for a straight 
forward account of a somewhat unusual individunl career : a 
mode of reading which may miss the significance of the 
3toty. In another story A Country Doctor the realistic and 
the fantastic modes exist side by side and the story keeps 
sliding from one to another. This m.ode of representation in 
which elemei tr of phantasmagoria bl'ind with reality 
'Commenced with an early work Description of a Struggle and 
kept on resurfacing in experimental combinations in moat of 
the stories that followed. 
The projection of even the most extra — ordinary 
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expet-i encefi in a detached, di apass ionat e and at times almoBt 
legally dry manner is what constitutes the horror of Kafka's 
viuion. He tells of th'^  disruption, even destruction of 
human life by forces beyond man's control and comprehension. 
There is no comment, no explanation, no comfort provided by 
the narrator. Gregor Samsa transforms into a beetle, his 
family behave as if it were a natural event and thir 
constitutes the horror of The Metamorphuaia; Georg 
Benderocuntn is served, the death sentence, in The Judgment by 
hie father and he complies with it as if he were asked to 
fetch a, cup of tea for his father. 
The orleinality and the major impact of Kafka's work is 
largely the result of its apparent cold objectivity and the 
concentrated impression of a single point of view narrative, 
which holds the reader bound as in a nightmare. Uith Th^ e 
Judgment and The Metamorphosis. Kafka achieved a technical 
unl1,y for his narration which is provided by the hero. Only 
what he knows is known. If the reader is told anything that 
happend outside the range of his experience, it is narrated 
only as the hero is told of it, in the form it takes in the 
minds of his informants. The reader is never made to enter 
a sphere from which the protagonist is absent. It is only 
towards the end of Th_e Met^amorphos i s and A Hunger Artist 
1 18 
that. the narrative tone changes since both the protagonist 
are swept away in the tumultous flow o£ time and fate. The 
end, therefore, serves as a commentary on the prevailing set 
of circumstances. Through this technique of a "unitive" 
point of view Kafka makes the reader identify himself with 
the hero and -thus takes him to thf; heart of the matter. The 
reader, directly experiences the confusions of the hero, his 
lack of knowledge about his predicament. There are no 
interpretative or explanatory comments by the author, no 
security of a vantage point from which an objective view may 
be obtained. 
Another quality of Kafka's works which did not receive 
much critical attention until recently is hie "naturalistic" 
bent of mind. As pointed out in chapter I of this eturly, 
Kafka was an ardent follower of Ernst Haeckel and Darwinism. 
For many years he was influenced by this approach to life 
and its effects can be seen in the representation of objects 
and eltuatioj.rf which is carried out by bringing in the most 
precise details. This graphic representation gives a 
certain pictorial quality to Kafka's writing producing the 
impression of being confronted with an artist's canvas. To 
elucidate this point a good example can be the description 
of the patient's wound in A Country Doctor with worms and 
maggots crawling inside, or the description of the torture 
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apparatus in The Penal Colony. It i« this description o£ an 
absurd phenomenon in terma of realistic detail that gives 
Kafka's stories, their unique character. 
Kafka's works reverberate with the theme of loneliness 
and desolation in a universe that is achingly familiar and 
yet incomprehensible. The stories bring to focus a world in 
which the individual struggles against ompnipresent, elusive 
and anonymous forces that oppose him at every step. The 
word 'Kampf' or struggle forms the title of his very first 
novella Description of a Struggle. All Kafka heroes try to 
battle again;: i. the ubiquitous forces? of nature but fail and 
the end comes with either the finality of death or 
desolat ion, 
In accc I dance with the unusual predicament of the 
protagoni t-fa, Kafka uses uncanny scenery in his fiction 
where his personages move in a void and the conventional 
rules of life, like time, space and law of causality do not 
apply. He a]so uses as places of action isolated spaces, 
tightly closed areas or deserted surfaces where a man feels 
lost aiid which also accentuate human loneliness. Dark and 
dismal rooms (the father's room in The Judgment where the 
major action of the story takes piacej, cellars, cages and 
1 2 0 
trapezes (A Hunger Artiat. FJ rat Sorrow) are the 
architectonical elements of descriptive construction in 
Kafka'a stori es. 
In the irifiiiotonous landscape, which we come across in 
Kafka's fiction, all life wanes and diminishes. Kafka 
does not reproduce an image of nature in which man is 
immersed and involved, but constructs a scenery which 
accentuates man's desolation. However, in the early work 
Description of a Stru^jgle . Kafka did show a little 
consideration of and appreciation for natui e which may 
beti^ay a romantic side of 'ils personality but this tendency 
did not reassert itself in his later work. 
Thoueh Kafka turned away from metaphor as a rhetorical 
device, his stories, nevertheless ar€ founded in a single 
metaphor; they illustrate an enactment of the jnetaphor at 
their base. The death sentence paseed on Georg • Bendemann 
in The Judgment is a metaphor for the father's summing up of 
his relationship with the son. Gregor Sam;-?a's metamorphosis 
into a vermin is a metaphor for his isolation from the 
society where he is treated 'like an insect'. 
The symbolic mode which fascinated Kafka right from his 
early career, was brought to cover greater ground in the 
;u 
last phaae of his writing (1920-1924) with stories like 
Fif^ sjt S^orrow, Josephine the Singer, or the Mouse Folic, and 
A Hunger Artist. The use of unusual symbols as fasting and 
squeaking as art; cage and trapeae bars for Isolation give 
a sense of uneasiness t^ ' the reader which cannot be easily 
obiiterat ed. 
The effort of the reader or interpreter is directed 
towards deciphering a web of meaning that is hidden beneath 
the fantastic aspect of things. Consequently a work is 
understood as an allegory for which one needs only the "key" 
to unrav\:J the meaning as A Hunger Art i at can be 
comprehended as an allegory of the dilemma of an artist who 
strives for perfection. However this mode of interpretation 
may not do jus-Mce to the complexity of the story. Or else 
a story is seen as a parable, behind the images and events 
of which there is hidden a different, more profound meaning. 
In this category we have The Metamorphosia which affords 
glimpses of a society that is sick and insouciant to the 
need of others; Th^ e Counti»y Doctor whose acknowledgement of 
the mistaken ringing of the night bell costs him hie life 
and career by .. society that has reversed the position of a 
doctor with that of a parson; The Judgment a commentary on 
the complex relationship of father and son which denies 
independence even life to the son, and in First Sorrow the 
12Z 
childish and Idiosyncratic desire of the artist to reach 
great heights of excellence. It however, must be admitted 
that attempts to reduce these rich >;toriee to such thematic 
abstractions take away much ot the 'onder and absorbing 
interest uhich the reader experiences at the time of 
reading. 
Inseparably connected with th« allegorical, parabolic 
and symbolic elements is the entire complex of Kafka's 
animal transformations and stori&B bordering on fable. 
Human beings turn into animals, or animals turn into human 
beings, as in the stories The Metamorphoais and A Report for 
an Academy respectively. There are al5o pure animal tales, 
as for example, Josephine the Singer , or the Mouaefolk, 
Inveatigations of a Dog where the human world does not 
intrude at all. Typical of Kafka are also the animals that 
etartingly and unexpectedly break into the human world as 
the two "unearthly horses", in A Country ^octor or the 
Jackals in Jackals and Arabs. For Kafka, animal existence 
is a structural feature present in the interior of man. The 
conflict betwr-en the animal exiateDce and the rational world 
char acterizea many of Kafka's animal ator-ies. 
Even though Kafka's stories mighl be read as fables, 
parables and allegories it would be disastrous and erroneous 
12 ) 
to shift his figures and imaged to the aaxrie level 
mechanically each time. The iitiagee!, symbols and figures 
always have different functions, according to the context in 
which they appear. 
Another structural device that h&e found repititive use 
in }'afka's stories is their climatic beginning. Often the 
stories begin at a midway stage, a point decided by 
fate as decisive, for example, Gregor Samsa changes into a 
beetle as he awakens one morning in The Metamorphoaia or 
the condemned man is to be executed on the torture apparatus 
in The Penal Colony. Since Kafka starts with a crisis 
situation, he does not have to wait like roost writers for a 
decisive incident to strike. Moreover as Kafka's crisis 
situations have inexhaustible possibilities, the stories do 
not indicate definite endings but are snapped off in one 
moment as life itself. 
In spile of its morbidity and terrifying symbolic 
situations, Kafka's work is by no means devoid of humour. 
The kind of humour that we come across in First Sorrow and 
Josephi n e _ t h e _S i^n ger, or the Mouse Folk is subtle and aimed 
at intensifying the Impact of the story rather than at 
evoking laughter. 
12-1 
From the earliest story Descriptionof a Strugfil6 to A 
Hunger Artist a distinct development towards a sophisticated 
ayrabolic representation can be seen in the works of Kafka. 
In his collection of stories, A Hunger Artist, the baffling 
iip.agea of his early work are absent. nor is there the 
savagery of A Country Doctor. Instead Kafka seems to be 
working through a cool irony in a reflective mode. ihe 
stories of the last phase are more lucid,less bewildering 
and reveal a tendency to a more positive analysis of 
experience than the dazzling and shocking ambiguity of the 
earlier stories. 
Even though Kafka's writings are much influenced by 
fairu tales, myths and legends and correspond to the 
universals of human experience, they have a structure so 
unique and complex that it cannot be wholly related to any 
development of the form before or since Kafka. 
[•/.s 
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